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On OJctower .9, 1976 “he Rockefe--er Foundaticn's Humu_; “ies progr_m

codvenel a ccxlscerce in X - York on "Film and the Human: . " " The ir-
tanﬁ was to ;?.xg ,ogeﬁ~~ “epresentatives of Verious'humaxn::ic iisci-
plines who shs—e: with: <a; other an' 1nterest 1n film so t':»z—=hey might
~2xplore the cros:.:i: - ;;;~“y appeal of fllm study as wel == tha use of.

T'ilm in stimu_sting - _e-ship and teaphlng-ln a varlety_“f zreas, Not

se iy did the core-e - 2rz:sider such_prseticel problens z:- ths aveilabil—;
i-y, utilizatior == roc .czion of.hign,quglity film for - eac¥irng and
s:holarsnip ir Tzs v anis _s=, it also ﬁent.f%r to assess e i.mpactvofr

~trZs important cor-=::rosrar zrt form-ani_fogesteblish that film studies”

.
v,

wm

1= emerging as awnist: 2 discipline invits”own right, w. <h rich resqprcec

.

" fcr deepening our nderstznding of “the :umen'eondition ané auman creativ1ty.
e P , i

% % .% Lo o ‘ ) -

- The repor* -  the c: :ference is pnnllsped ‘Here in Par- ., in two sec-
tions. The fir=- sectlc_ cons1sts of = list gf pe - tlcrpa"“ and a narra-

tive summaPy o! the day's conversations. which, as_they snc 3d in all good
corferences, ramged frcm the friendly tc the‘mild;y acrizor_ous. In the -
? .

second sectior.. an atte—pt nas ‘been made to 1sola-e and zel’_ne some of the

o

-

basic issués raxsed in zn effort to encourage fur,her devaﬁ* and clarifi-
o’

catlon. . , : : , -, _ .

. ]
Parts II =xnc IIT seek to answer needs that 'emerged ' rcm the discussions

at the conferer : and that were widely-recognized by the ccmference partic-
ipants. Par% - consists of reprints, of -a number of artlcles that suggest
different theor=— _cal models that have/geen applled ;o film and fllm use -
b& scholars in Zi=lds such as cIasslcs, history, rterature, phllosophy,‘
'andlanthropology The purpose here is to encourage a keener awareness of -
the drrections bein.  taken by colleagues in variofts humanistic discfbl;nes{-
'To the authdrs'of -ie articles and to their origdnel‘publishers, who'kind_
ly consented to ti-s reprrntlng, ye are grateful ’
Part III° cont: =ins & blbllognaphy of books and articles relatlng_ﬁl i

study to various kzmanistic disciplines.” The items were selected in order

.
« . '
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=o encourage further .n¢= -y into the v:.ys in-whizh humanistic scholars
7 zave beeh coring to gr..- with the visp:l medfa iz their scholership and,
iodicals con--

seaching. It also prc: _z=s a guide to -rganizations and
_ serned with Zilm ard + = qumsarities, azé generai —efe ds for locating
e and evaluating availatr « “ilms. It is ~“:ped that these bi liographical

zaterials, wkich toc ou=~ gnowledge have -ever befcore beén gathered together
cecTem e in wnis way, will pre— _F value not ct_ for tﬁ&igw;eaders nev to the study’

of film but for the v==r2:4 anc experier. . =d as well
) % ¥ ' L : !
This piblicatior --uld nct have be=- poscible without the- careful,
ccnscientious, and thousz-=ful worz oF -mn E. O“Connor, of the Department

- of 1uman1t1es, New Jersey Insdltute of eechnology and an actlve part1c1-
usant in the con{erence t'%e skillf-ally ““ansformed the, typescrlpt of the
taped proceedings intc . readable summ=rv, selected the articles to be re-
printed, and prepared . .~wme bibliographi zal materials. For their geﬁerosityv;
"in.responding to #nquiries and'fof.suggesting edditional biblioérephical -7
materials ‘we are grazeful to Ronaid Gcttesman, Director, Center for the
Humenities,, University of Southerr Ca;ifornia: Sam L. Grogg, Jr., of the ) ,
- American Film Insgitute, Barbara <. trnhfys of the Motion P1cture Sectlon,

\\the Library of Congress, Peter Rollir: of the Department of Englrsh pkla-

&

3

homa State Un1verslty, and James M. We.sh, ed1tor of L1terature/F11m Quar—

-

. .;e"l! . X ’ T : i
August 1977 -~ . Coo © Joel Colton

: Director for Humanities
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‘The toze Zor the mee=ing was set by Dr. Colton who welcomed the par- -

tic1pants an ocused their attenzlon on the constructlve potentials of - .

mpdern medis & =~ she humenitis=z 'Marshall McLuhan's alarming predlctlons
about the en. -7 :he‘prfrt era :rpear to have been premature, Colton sur-
‘rised: "Qutenher *s inventicn iz here to stay.' But the extraordinary -
popularity of iz is ev1dent everywhere: ‘Parents who used to report that
their sons:o" laughbers who rac dropped out of school for a year were
"writing a1 >vel,” are now mcore llkely to:say they are "making a film."
‘We would ' be re:isz "as s"holcrs, as teachens (and] as though@ful people,"
- if we‘dié =22 seek to understand the modes.of communication that our own
tec@nologi'w1 =g~ has produc=d, and cons1der how to use them to transmlt
"the best :1at Las been thousht and said and done in human.affalrs.

First -o acdress tae cc. erence were representatrves of several jour—

nals and rrofess_onal essociations. They emphaslzeq that many grogps_ln s

tLe humah: zies =zave become &_srt to the'potentials and probIems of fihn '

use: an exitc of Film & History spoke for hlstorlans, the American Studles

. .. ‘
}.Associatic:«wa\ ~epresented oy the chalrman of its” new. film commlttee, the

Earterly spoke fon Engllsh teachers‘g and repre-

‘editors of th:rature/F
:sentaQEVes from ‘gg;Ame ~1lm4€4st1tute (A F I. )-surveyed the general

field of film stucies. + _ R e

James Welsr explelhed that 71terature professors are more and mqre

R

céncerned with f2 lm 1tself and no longer feel restrlcted to films that

reflect other llterary forms: o CL .

There s a need, I submit, for Engllsh courses in Litera- - °
ture. and F&lm or Drama and F;;m, or Shakespeare and Film, and .
many such courses have been designed and, are in operation. But
it also makes sense. to us to-study the humanistic substance of
films that may not derive from llterary sources, and-we have .
tried to pay attentlon p/;phat particular kind of study* 1n Liter-
ature/Fllm Quarterly. 4 .
We do not.believe film should be used merely to 1llustrate . d
.classics of literature. Arhumanities course that takes as its .
- substance the cinema of Ingmar Bergman, to take one unassailable
eXxample, makes as much senee to us as one concentrating upon-

the plays of Shakespeare or Eugene O'Nelll. PN .

FEEN
\ . . s
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No One nglﬂ . A .
The many different approaches to fllm study were &lso noted by Sam,

'Grogg, who reported the results of a recent A.F.I. poll: /ﬂ\\
= One of the things we found out that I think would interest
You was, indeed, confirmatlon of the fact that film is taught .
all - across the spectrum-of the disc1p11nes and ‘in over ninety °
different academic departments. It seems there is o one way-
to approach film study - nor should there-be, I think. , We -~
found- that there is no. agreement, say, on a core collectlon ’
- of £film. We asked what three films were most often used in
" clas’sroom teachlng, we were confronted with 482idifferent’ titles.
So, it's tough to observe that unlverse.' When we asked what
three books were most' often used, there were over 150 differept
titles - the three most often- used textbooks, et cetera,‘et
cetera, et cetera. . . v

The survey also suggested that while many film teachers have no formal

- ’ . . 3 . - 3 .
- training or academic degrees in cinema studies, most have had sdme profes-

. sional expefienoe with_film and desire further academié preparation ingthe'

: , e LA . e .
field. Specific plans q"st.within sevVeral .organizations to help guide

teachers-Who may be new to film. Peter Rollins noted the activities of |

‘the American Studies Association film committee in-publishing”a newsletter

-and framing a model course in American Studies through film. Win" Sharples

vdiscussed the A.F.I. svplans for an 1ntrpductory course on the Amerlcan

-«

R | .-gf im to he aired over public teIeV131on, with- supplementary materials such

.hs fllm extracts being. made gvallable to film teachers everywhere.
. \

_Peer Approval : B 2 A

> . . .

' James Welsh, Terrell Bynum; and_Jqu 6'Connor:described a common. ob-
stacle faced by advocates of film‘in ?raditional human?ties areds: col-
leagues in literature; philosophy or'history departments view film studies
with auspicion. Those who use film'are seen as less-than-serious scholars,
and are thought by some to be demeaning thg~"genu1ne" humanistic issues
w1th which intellectuals should be conégrned., This dlSd&ln often trans-+
lates 1nto _negative sanctlons when tenure and promotlon d‘c1s10ns are made.
Part of the problem may be the absence of "visual llteracy among many
humanists, it is yery hard to break ground against an overwhelmlng bias N
in favor of the book. Terrell Bynum identified the Keys to encouraglng. i$

s . . . ,
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and'improving the use offfilm in t chlng phllosophyz . ‘ .

<“First-of all, there must/ be a galnsln respectablllty, S e
some reward ‘and some respect for doing: this, and not static
from one's colleagues that ‘what you are doing is "entertain-
. ing“the kids and not doing your Job as & lecturerjand.inter-

preter'; and,,second access to films themselves.,yand de- -
. scriptions and eritical materials that will hel teachers -

ophy . -« b Y o Qa , ¢

- . P

Little progress can be gxpected:in integrating'fi}m into the himani-
ties until the national ErofeSsional bodies. voice their approval of the

expe€riments of young schHolars. James Welsh listed somesrecent examples

to suggest that, ih llterature ‘at least; the profes51onal organizations . ..
and major éournals have. begun to be reSpons1ve But without the support

‘of the varlous gu;lds, the sp1r1t of the cause will surely die.
T --f' ' v »

Multlple Ch01cés , . - R .

Access to films and 1nformatlon abéut them was another foeus of the
morning session.: Seth Willengon and Darcy Paletz spoke of the avallablllty
of.films for classroom uiewing. Wlllenson saw‘part of he problem as the
‘underutilization bf materialS‘already avallable Not1n the frequent use -

' of films such as Cltlien Kane, he p01nted out that "the master llst of the:\

.

Films IncOrporated collectlon includes 3, SOO titles, many of whlch are
i 7
seldom, if ever, shown te students’. Dgrcy.Paletz stressed ‘the" need for

’ selectlve lists of fllms on varrous themes so. that teachers might make more
ksébs1ble ch01ces, and suggested that reglona% conferences be held so that’
dlstrlbutors could make thelr catalogs available and screen fllms for teach-d

‘brs to prev1ew. Another suggestlon for making a body Ofofllm easlly avai '
able for classroom study was offered by Robert Snyder. He~proposed “that . 2
a representative selection of- class1c s1lent fllms, such/bs those referred

to in: Raymond Spottlswoode s Fllm dnd Its Téchnique, be glyen 3o every state

publlc llbrary 1n the nation. The ent1re cost might be as little as’ $lSO 000
\

Snyder also remarked upon theé concentratlon of 1nterestron entertalnment .

and suggested that morg attention be pa1d non-f1ctlon and: documentary

fllm. Nonetheless, access to fllm and the means of f1nanc1ng ‘film leases

A

and rentals rem%Ln perplexlngjproblems for ‘many humanlsts.

hATY RS

‘_..4 . ""ﬂ o .1

learn how tq use fllm effectively in the teaching of phllos— - J ~ ’*

L3
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which, have become collectors' 1tems, too rari

, to approach .printed matter. Th ré is clearly a need to art1culate some

- Room of One"s Own . .

W . . involved in film its:

" )' ing on the medium itsel .and how 1 }s.constructed -1I ~mean, ’ A v

o

Research Skills P » 3 e ;

Barbara Humphrys“ perspectlu% was silghtly dafferent As a librarian
1n tHe Motion Picture D1v151on of the L1brary of Congress, sha was partlc-
ularly aware of’the unaJ’ilablllty ‘of print’ sources about fllxn.many of

for convenlent scholarly ref-

erence. She noted he failure*of tradntlo al degree prognams in the human-

" basic procedures for scholarly §esearch in film, and yet there are 1nherent
dlfflcultxes., As Joseph Reed later remarked film scholars are unlque -

they are "the only scholars who have to rent their materlals in order to

write abaut them." . S s ey

1 . . : - - : 'S

. B W * 0 v

Toward the . end of the morning session a mew 1ssue was, ra1sed'

1n the teachlng bf the humanities. Now several people spoke
c1nema study as & humanistic d1sc1p11ne 1n Lts .own rlghto filmE™
of stud{ for what they cae teach us as’ fllms._ As Leo’ Braudy explalne_w'w T

Almosf'everythlng that ﬁas beeri ‘said about the use of |, - L
ilm in the unlver51ty has been about the instrumental usgq -~ * S
of film, .%he illustrative use. Very little has been said
about fllm's 1ntr1ns1c use and, Ehe develdpment of‘theoretl-
cal courses of film currlculum that is, the study of film
£, It seems to be _part ‘of the h1story
of the development.of a 1sc1pllne which always begins with -
the philological: the gat ing of materigls, moving on to -
the illustrative and instrument > f1nally, getting 1nto
"~ the works themselves and finding out what they can teach - °
not as 1llustrat10ns of some-.other existing discipXine;, not
. to be brought 1n‘under theﬁhonorlflc “umbre of .another aca-
« - demic departme or a grent, but to galh respect by concehtrat-

all ofits ‘inher ngtur v . )

‘Rongld Gottesman concurred, stress1ng that fllms are 1mpqrtant because\ S
"they tell u&~someth1ng about,the human capacity to createé" Gpttesman de-~
fended ﬁllm as. an art1st1c med1um ‘and argued tHat concern should be’ glven
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',l S not only to "ﬁilm and the humanlties" but to G ZL. .‘,;f' 'l_ e
c, : B ‘ el T T
-~ film, as & humanlty, film as § way . of ;pur seeing ;- coming f'-:{ IR

I “to understand ourselves ‘as human“belngs‘and ;the! fuk¥ range of .
L ~,the waves of the meanlngs that are ent&iled 4. becoh}ng fully
N ,-'human. e

S ¢+ One of the things that film has made p0551ble is a richer-
”J .. set of possibilltles for beilg, ‘human, thrgggh the projection.

P R of self or a screen. These are thlngs*that I hoﬁ..we will- get:”
R into. = . v Ta e :

ff«.jTak1ng an 1ﬁbt1tutlonal perspect1Ve, Donald Stanles polnted ont that

L4

”ﬁl970 marked a turnlng p01nt in the struggle for respectabillty in that
"dyear the New York State Board of Regents authorlzed the New York Unlver51ty
. graduate program‘ln C;nema Studles to grant a Ph D. degree.- Another mlle— «fg_““
stone Was the Regents &éclslon to. allow'hlgh schoo&ﬁégudents to: prepare*'f*ﬁ
essays a'boﬁ@i @ﬁer a book~5f a. fllm ‘for ‘their statew1de examlnatlons'egﬁ%W“f'
the problem seems to he more what Joseph Reed called "local respectab111ty,il-

) as .£ilm advocaﬁ§§ }n more trad1t1onal humanlstic dlsclpllnes seek the ap- B
o N
ey : ‘%M?"aw - :

proval of their colleagues. o N

RS

Staples went on’ to suggest:that c1nema speclal;sts mlght now be: ableh,

to asslst others in the struggle to win respect for thelr scholarly work*

\4'\

iéb 7*w1th mot1on p1ctures.' It has been establlshed 1n fllm departments, he ex-

. ,.q.r"-tggi:ah, .

JE pla1ned "that art1cles about fllm, fllms about fllm, and film productlons‘ve».;*
i are all legltlmg&e publlcatlons, they get copyrlghted they get just as. 7
:qﬁ much credrt for tenure and promotlon ég anythlng else,{ and statements to ’ ,
that effect” have been made’by the Un1ver51ty Fllm Assoclatlon and by the
Amerlcan Councll on the Arts and Educatlon The c1051ngfnote of }he morn-~;r
v hlng se551on was clear: fllm is -a part of the human1t1es . But. earller dls- -
3u551on made it obvious mhat thls 1nformatlon had not yet reached many 1n L

N

the more tradltlonal humanlstlc f1elds of study

-Boundless Freedom

»‘1

The. afternoon se551on focused on more general questlons about fllm
stud1es and the human1t1es Annette M1chelson Ann Douglas, and ‘Sam Grogg

spoke of the feellng of freedom and- 1nnovatlon that came from ploneerlng 1n
& 2
a new humanlstlc dlsclpllne,and seeking connectlons w1th other more- estab-

S llshed areas, such as psychology, phllosophy, and llterary cr1t1clsm. "As

~,

Wet.
A




yet no flxed scholarly approach to film has been dellneate to destroy this

sense of discovery MIChelSOn commeﬂted that she was exc1 ed "by the pros-
. e pect of helping to institute an object of study or of knowledge, and that
& g B ; ‘means...inventing anreat many f1cti0ns-which g0 by the name of .'film h1s—i
| tory' and 'film theory' and so on.' She went on to.stress that "it is
still not only an’ experimental but a speculative enterprise. S {

5 s’l' - Ann Dougli;§:z§ressed her enthusiasm at teaching film: »

. .77 I fee “that film. s, in a sense, an escape from other .
e d " academic disciplineg - eventually, a model for them even as '
Lo - it is drawing on them. "I have this. sense of liberation in .

self as well as for my students. We
all have a,sense~of excitement that everything w1th1n the uni—,-
R . versity is correlated with whole afeas of private and public,
= . - vicarious and direct experiences but which we have never . be-
| fore been,allowed to explore in a clasSroom. .

teaching film, for

Arcane and Hermetic Langgage~ Sl “NW%”“f"“'t B fo

: I
: However, questlons were’ raised about some of’ the conventions with

.which\many film' scholars seem most comfortable. "In part1cular Robert Sklar

-

i asked. whether the advocates of c1nema as an 1ndependent area of study were

o *E‘} riot deve10p1ng 8 vocabulary so techn1cal and speclfic “tHat newcomers to .

.Qr; 4 o ’film - be they undergraduates or 3pec1allsts in other f1elds, m1ght not be.
o 'able to’ comprehend it: C o

. . A great deal of the work be1ng done to develop a more o
' Precise, more carefully defined mode of analysis of film does
, borrow, perhaps paradoxlcally, perhaps naturally, from trad1— +
R tional humanities fields such.as anthropology, philosophy, o L
o llnguistlcs, structuralism, semiotics, and so on. S¢ film '
Ty study, ‘obviously, is not developing -in itself but rather in a
.+~ - . conjectural relationship Vith other fiumanistic disciplines . oo
C v Nevertheless, I think there is a potential problem emerging -
- that of film specrallzation as removed from = common discourse
. Wwithin the.: humanities. I find a growing use of hermetic lan~
a5 - 8uage being used in film studies, perhaps of necessity, 'in order.
LR £6 aehieve the precision that is desired, but nevertheless, a
//*7 - . Kind of language that necessarily separates fr;m stud1es*from
5 disciplines which commonly use a plain style in their disco
This vocabulary makes film studies confounding for the 1ntro—.
.ductory student with a beg1nn1ng intersst in film.

-y

0

- Sklar went on to say that if the tendency to erect barriers rathgr

than bridges to understanding pers1sted then ten’ years from now cinema

3y

f
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_,mg g oY o : el e ' '
/studles and the other humanities m1ght be farther apart rather than closer

9 together.,.Susan Rice -echoed Sklar, and p01nted out that a rellance'on such_w

' ,.gformal and technical term1nology mlght have other negative results.. She
explained that the sp1r1t of innoyation and dlscovery in fllm 'studies ‘could

not dbffiSt very long with thls arcane, secret, hermetlc language‘”

'3Tha Format1ve,Years . a 0 ‘ e - oy
oo e F . ) ’ ’ o . .

. . ‘ b °

o Another concern,was the state of fllm educatlon in primary and second—

9

ary schools AIthough few seemed to agree w1th the statement that by the-
time.a student: reached college 1t was too late to teach him or her about
‘film, several speakers felt that 1t_mas cruc1al to.. 1ntroduce young chlldren :

* to visual experlences. Matthew L1pman stresSed the need to'somehow acqualnt/'

chlldren with the humanlstlc values of our c1V1llzatlon and get them to»'

3 think in ‘those terms. He went on to- explaln L : ' »”
f.f\".;. There - has .been very l1ttle said here about the»use of _
£ilm for elementary and seoondary education, and yetfthe prob—.w'

lem of acqualntlng children with the humanltles and gettlng
‘them to think in terms of. the humanitles is, it seems to me, foe
" more important than dealing with "the problem of the adult, be//' '
, cause by the time.one reaches the adult:world, and I 1nclude
:.’ here the world of college students, it 1s“too late. Adults . ~ . _
' ‘are finished; their thought patterns are lar elywset. CAng- I - T S
think that unless you can. get to the. chlldreﬁﬁall you are T
_ g01ng to\do-is repeat the, mistakes of the past. The ‘world is. =~
- moving toﬁgrd a century which Wlll exceed-in hérror even the '
one we live in, unless we can somehow -enlighten chlldren w1th
the humanistic valués of our c1v1llzatlon and get them to th1nk o,
in those terms.‘. : : A
, Now, T make two p01nts there. It's not. enough to acqualnt - -
- children with hlstory - you must get'them to think hlstorlcally.;f7
+ It's not enough ‘to acquaint “them ‘with phllosophy, one must get:
thenq'b think philosophically; it's not enough to- present them . -
‘with fllms, they must be taught to th1nk fllmlcally.‘r T

‘::As Anthony Penna further explalned, it 1s most productive to 'reach
",chlldren early, when they: are "stlll in . the process of formulatlng a set-
of 1deas and a set of strateg1es for coplng w1th ;nformatlon for the rest
of their lives. i e ' : o, ' E;
More controver51al was the quest1on of how to go.about- uslng film,in
the classroom - Several comments were made about the, pedagoglcal weaknesses

and 1nadequac1es of many pr1mary and secondary school teachers As Llpman ’ %

. »

b
..
v




' put it. "Many teachers in elementary chools use’ fllm to.paralyze thqé
students and | numb them Just as telev1 ion is used to entertain them, wh1ch

is another way of numblng them;“ rathe han provoking -them to think.

0 s
|

OnlyﬁConnect'r

¢ ! o e
. . . -

. . S
o Susan R1ce expressed a concern that adults might by trying too o

. . [N ~
hard to direct children' s UEarnlng, even to the p01nt of expectlng a partic-

L ulaf response to a fllm' o o *y :
L I edlted & book . .ehtitled Fllms ids Like, which I.thought
) : was® & rather modest endeavor, instantly I became an- expert, be-
L . cause nobody else had been‘901ng this. sort of thlng. We showed
~ “short films - which seemed “to be most appropriate for short peo-
.. > ple, so to §peak - to th0usands of kids, and then put out a cat-"
4 alog based on. their response tpo the films. Often educators go
~\_ about .it by determlnlng themselves what they think is approorlate
' for children; then they present it to the children .and punlsh '
. theg for not respondmgg to .their adult determlnatlons. .
o Chlldren watch movies, 1fferently from the way we do. They
. crawl up on their ‘belli , very close to the. screen; they talk
\- throughout the mov1e.‘ ‘Adults tend to be reverent and silent and .
T_d1stant,-everybody wants to sit in the back row. . Maybe it's'a -
\ function of age- &and- farslghtedness,'i am not sure. But ehildren
have changed I thlnk, in the way they perceive film. , And when
.+ I say we don't, know how to measure the way in which they are ;;”'f
~learn1ng, I don't ‘mean you have .to attach- electrodes to the .
- Chlld s bra1n or measure read1ng capac1t1es before ahd after
"reading" movies.” There are a lot of things you can observe by
.~ Just walking ‘among children, being with thém as- they watch film.
The ‘important thlng, in my view, is to encourage children
" to’ take an active attitude toward film when’ they finish seeing-
o it so. they won't take'on that s1lent unanalytic, uncritical. T
U ’ ;attatude after an exper1ence W1th a moving. image." BN

o .

But should the teacher stand'back, as Rice proposed and allow the
‘U>students to relate freely to the V1sual experlence - nﬂt 1nd1cat ng that
"any one response A a part1cular fllm 1s "the proper one 3 Or mus<- the

teacher, as Thomas Crlpps argued malntaln the role of the "aut: ”1ty,
”;the one who possesses knowledge and dlspenses it to his. students Sydney -
“'Nathans' exper1ence at Duke Un1vers1ty seemed to bear out the latter wview::

What b d1scovered~was that ‘without a/good deal of guid-
ance, response to films was qulte a pass1 e, isn't-that-an-
T jnteresting-film sort of thing. It became necessary Ior. me
. to provide a context for them, particularly in dea11n5 with

o older h1storical films. - : R RS
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. approachvln the classroom. Co , 1 L R S
L : v , B - . B . . - . o *
’ ) s ' 5

I can recall going to see Rebel Wlthout a Cause and hear— “
ing the student gudience just laugh and laugh at ~ae aators' ’
J_ - dress and behavior, and at what pegple of that time thought g o
_ waB serious and romantic. You-have to establish why it was ' '
that people took these.films seriously, why they: worrled about
the invasion of the body-sqatchers, why they took, James Dean
serlously.- ) . ) .. _ ,

. In relating technlques of fllm educatlon to classroom methods 1n Y

" other areas, Stuart Samuels suggested that - the questlon was whether or ‘not

- film was use@d to help students "demystlfy the world" or: to contlnue their

o
’o / e

mystlflcatlon.hu Flnally, after several reanders about the dlfferent situ-

atrons of teachers in pr1mary and secondary schools, and professors fhdﬁho '

B un1vers1t1es, it was agreed that alIOW1ng chlldren to see the amblgulty_ln,e

7.

m1ght be‘an, authorlty 1n a f1eld W1thout .having ‘to take an author1tar1an

LT

/' a VLsual experlence m1ght be a form of demystlflcatlon, "and that a teacher f:' ‘

'J-c o
<.

«

;Educating Educational Films - . _ _ o o ,

Yet another way in whlch the emerging f1eld ot film study comes into °

n-,- .

| A - R .
( s

. contact w1th ‘the older and more trad1t10na1 humanistic. d1sc1p11nes is in .7

| the productlon of fllms about h1story, phllosophy, art dance, etc. Sev—ﬂ,v'
eral professlonal fllmmakers wefe present, as were a few. academ1c humanlsts
who had also become 1nvolved in fllm productlon,_and they offered observa— o
‘tionms. Robert Snyder suggested that Amerlcans .might’ learn from the cons1d-
e able experlence of uhe Open~Un1vers1ty in England whlch has produced its
own .films and 1ntegrated them into educational programs.. Mathlas Von Brau—'
%hltsch d1scussed some of his experlences in mak1ng educational films,"

espec1ally the Decades of Decision’ Ser1es produced “for the Natlonal Geo-

graphlc Soc1ety. Von Brauschltsch was partlcularly concerned about the

.

problem of ma1nta1n1ng oroductlon values whlle,creatlng a. fllm ‘which would

Provoke students to think. . S ~-~7;<”';ﬂ 3 v

. F Sandra Hervert, who uses fllm to help teach the’ nlstory of sc1ence, -

and Mart1n Jackson who descrlbed the responses of adult part1c1pa in -
——;1lm programs run by the Natlonal Project Center for Film and the Humanltles,

both agreed that most films that have been made foﬁ the classroom ere .

poor fllmlcall" and 1neffect1ve as, teachlng tools.- The oplnlon was also

Ce

; TR R
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' expressed that the productlon of such "educaticnal films" 51mply might not
be worth the effort that goes. into them. ’
‘ But there were others present who saw things d1fferently. Howard
Weaver director of “the Media Design Studio at Yale, explained the Studio's

' ef ' to produce films. that both. teach and - ‘entertain by bringing a film-

cer . ‘and humanis% together in.a Joint enterprise. : He, described the first

i AL

- ﬂ;f'. in a series of . films on-the Amerdcan West now in production at the Studio
3-‘ 1 i association w1th a Yale history professor Howard Lamar and p01nted-out
~~' . the unique relﬁtionship esta@lished there between scholar and- filmqmaker
' ‘*'“If~the¢ﬂxnce cd&es'down ‘to’ one Sf the film-maker versus tHe scholar, the
_ scholar will win." But some, such ‘as Peter Wood _con51der/collaboration ¥

v to be an unsatisfactory compromise N As Wéod put it ) /_ﬁl ";'V A

) ' Theze are humanists who have messed around in f11m and
-~ film-mekers have messed around in history, but. it realIy - .ba
. ,.hasn't gonF beyond "messing around" in more thsn half’.a dozen,
. o cases yet, and. I don't think wek are really g01ng ‘to move 1nto i
a new phase until we have gone beyond the collaborative idea.

. o -A few teaching films-have been’ nade by humanists who, hhve themselves-'
taken dn ‘the. ‘role 3? film-maker. One who was’ present Peter Rollins, men-

2 .. A tioned hlS .own work in the production of a film about Will Rogers end also

\ ; " described the several films made by Patridk Griffin an.historian film-maker

. - _ One of the f1nal comments came from Jay Ruby.‘ ﬂe’explained that there

AN is: SR K - ' . ‘ .. w/ _ . -
_ . " "...8 tracitior in anthropology that has mede anthropofo- . :
Caw o T gists articulete with film -since film's ‘existence; it has'al- . .© = -
. .- . ways been small but it has always been ,here, and/although o i
' = often we are doing it 1neptly, still we are trying to do - S
™ thirgs like make, use, and analyze films.. It . ig a strong. : -
trac tion, so I'think that gome of the problem$ that others”
have d6n't exist in-anthropology.’ It's part ‘#f the identi- _
_ fication badge of an anthropologist to tike 1ctures,;ip_:9u»f. . *"}
' whether stills or movies. o '

PN

Ruby described some of hlS work at Tem le_ niver51ty, where he is
tryiﬁg tc work out a common linguistlc code for anthropology "and film—making,
'akenly feel that" they can study

earn enough to make a film

and he warned that too often film-makers mi

history or anthropology for 51x weeks and -
The group seemed to’ agree that, at east. for,the near future, most mo=

tion pictures that might be used effect vely to raise humanistic questions -




Jhether for.elementary h1gh ‘school students, undergraduates, Qr gen-

eral adult audlences - ould have to be chosen from commerc1ally made en—
tertalnment or documentary films. However there was hope for ‘the f‘utl.p:}Fl
“that. projects could be worked o@;.whlch would 1nvolVe the humanist as fi

maker,yor br1ng h1m/hér together in partnershlp with the fllm-maker, 1n'the

\

productlon of fllms for teachlng.

Asklng Othérs - L o -,

°

There was_alsovgeneral agreement'that‘more sharing of ideas‘and infor-

" mation was called for. . . Trying to explaln the apparent hesltancy of people
“to cooperate in’ such efﬂorts, Donald Staples eXplalned b )
P - Anyone who ‘has, as I have, dr1ven into"a strange town
" with someone else who w@s\dr1V1ng, and said, "Why not. stop
_'and ask directlons°“ whereupon the drlver‘f knuckles turned
. 'wh1te on the wheel knows that it's not always easy to ask
" for ‘help, because it is anladmlsslon of weakness of some "
‘type. Anyone who, as I haweg has apprenticed in the film -
. industry, knows it's not always easy for a person th has oo
: leapngdfwohderful ways of dealing with problems to gladly
- pass them on to a- -potential hotshot competitor....I am re-
R minded of David Paxtqn s favorlte quote, To be understood N
is to be found out. " ' .

Sam Grogg agreed with Staples that there was a great deal that human— .
_ists and film-mekers could learn from. each other, and prov1ded an example

. When I started reading. psychology journals, in wh1ch
psychologlsts were writing on fllm I learned things that
would never have occurred to me. There should be some ef-
fort to pull together blbllographlcal ‘material, so that peo-
‘ple in all d1sc1pllnes might have, an entree to film studies.

' .- One of the current efforts of the A.F. I. s Grogg remarked was the per-
fectlng of new ways to,. collect and d1ssem1nate all k1nds of 1nformatlon -

o

dealingewlth film

The End s ) W v?
Joel Colton thanked the part1c1pants for attendlng, and\;losed the
. conference w1th a. rem1nder that consensus had not been the objectlve of
the day's. meeting.. The idea, he stressed,,had been to try "to bridge the .
gap between those in the traditional huma 'stic;disciplines and_people who . '

oo : : [ . e v :
., have immersed themselves in film studies./ In addition, "the: day-long

, o
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" ‘ conversa‘ﬁlon had served to def1ne more closely the problems ‘and prospectc
\ for c:.nema stuales a.nd the humanltles, a.nd to suggest some basn.c areas ¢5
¢ agreement a.mong hu.manists who advocate the study of f11m both as an ar*fJ
» - form “and - as a popular ,.mode of cultural express-lon. L R
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BASIC ISSUES .

L) "
'4Eed1:g narrative summary of a long meeting marked

In preparing
by wide-ranging di n, = effort was made to retain the sense of the
conversation as it

possible The foli

bped, and to ‘offer spec1f1c 1llustratlons wherever

~

_ annoz ated list of twelve ‘basic issues Wthh emerged

4 of the issues 1tem1zed is more 1mpo;tant than any. other . S

1. Academlc Resnectabllity. he struggle to wvn acacemic respecta-

b111ty for c1nema StuCleC ‘as an 1ndependent area of knowledge has been won.

'. The proble:znow appears to ‘be concentrated in other academic departments

(historygg hilosophy, literature, etng_where those using film in their ‘re-
search and teaching are cﬂten considered by thelr colleagues to be less—,
than serlous scholars - the result being that they often fa 1 to earn cred1t
toward promotlc and tenure for their work with film.

J;’ '2. ‘The Av_*l&blllty of Filk. .Commercial fllm distributors have many

fllms for. rentzal which are seldor 1f~eber used, while teachers rent and
screen th£ sams mov1es semester a*terjsemester Efforts should be made

through a national organlzatlon such as <he, A. F I. tc nake the most often

"

used fllms more eas1ly and 1nexpens1vel available. ”1str1butors catalogs :

should be made more accessible (1n 11brt_Les for example), znd regional

conferences should be sponscred so thaQ teachers car preview Zlms for their

classes. Other poss1b111t1es for prov1d1ng access to fllm mez -2rials may.

1nclude the organlzatlon of r%glonal consort1a, eack with a ' ore co;lectlon"

© of most—used fllms,.and the wider use j public llb“ary 20. 1223 1ons

3. Selected L1sts of Fllms on- H nlsﬁ§c Themes. Jne wals to help

teachers locate dlfferent fllms would be the preparatlon of --lmographles
-on varlous themes. Such llsts m1ght be anrotated tc evaluate films, as well
.as- to organlze them 1nto subject categorles.' There is some orposltlon to
thls 1deanby tnose whogargue that” such lists- are bound to limit the films
llkely to be ‘used by teachers If selective fllmographles are orepared
cr1t1cs warn, they should - be made descrlp ive rather than prescrlptlve.'
o v li ‘ T » " . : -

. . . i “ . . i . L
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as a humanistic_discipline in its own right, worthy of compar1son w1th

.
o
:,N'

4. Hardwa:e-in the classroom. Present day classroom projectlon ” \\

equivment leaves mueh room’fbr 1mpnovement It bresaks down too easlly and

.damages film too .readily. Bprt of the problem may be . due to~the teacher s'

?

lace .of tra1n1ng with the’ equlpment C é; ) o ‘
: . o L
5. "The Avallablllty of Pr1nt Sources abodt Film .Tod little attention

has been paid to.creatlng collectlons ‘of books perlodlcals, and manuscrlpt
materials that relate to the art and klstory of ‘the c1nema. ,Studegts in’
cinema studies ought to be able to use a card catalog and a referenceiihelf i
as well as a Steenbeck viewer. (Conversely,.graduate students in hist s -
literature, philosbphy, and other d1sc1p11nes should be 1ntroduced to f1 m

and visual communlcatlons as part qf thelr professional tra1n1ng )

E} Film as a Part of the Humanities. The. study of C1nema is emerglng

1tlonal fields. Partlclpants in the creatlon

e are most exclted by the 1nnovative opportunl- .

other more established and tr
y .

of this new area of know_e

ties open‘to them; and/tne new Derspectlvés offered on other studtes sucq$ ‘

1.
d
as'histor’ and 11terary “r1t1c1sm. One problem mey be the‘development of QZ?

, meunodolog“es and vocabuaarles so technical as. to ‘be 1ncomprehen51ble to o

most unders raduates whe are not film majors ®° and aﬂso to some.. dolleagues

in other rleldS There is also the unlque dlfflculty faced by the scholar

who has tc rent his study raterlal from a commerclal d1str1butor for one
L.

screening at a time. : . . ‘

7. Film Studies an3 "Visual Literacy." Some d1sapprove of the term .
B

but most agree on the ne=d to traln students.to be v1sually literate,"

particularly in a societ - such- as ours, in wh1ch so much 1nformat10n is

transmittedf:hrough the‘ﬁl:J&l medla., ‘What needs, special encouragement—-.a\g
; _ . : . ~
is the teacking of the bas.cs of film language,andlvisual;communications
N .

: to non-majors in c1nema'sz;dles. ‘ ' » .
A 8. What is the Impac= of Telev1s1on on Educatloﬂ? -Does television~ LoD

create visual ewareness, o- does it serve to desensLtlze and dull the per-

.ceptions of viewers? It ic 1nterest1ng that some students complaln that .

B film courses often ruin TV for them in the future, they cannot watch w1th- ;_

‘o

- out analyzlng what they see. . o ’ .' s
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S toa pérticular r_lm or S$hould the student be ehcburag&d to relate freely
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‘9. ;’Methodolog;es or Slassroom Study-. What‘should be the role of
- Y

the teacher -n 1::rodﬁ£;ng students to\'fllm7 Is there’a proper response

to the vievlng e’oerlence wl‘g no obtru51ve antroductlons Br concluslons

_drawn ﬂ& the teaeher? - All agree that 1t 1s a terrlbde m1stake\tp'show a a

.fllm that ?1lls an entire.giass perloﬁ and tﬁEn move on to another subject

=
.the next dﬁy. But many teachers are stiil perplexed by the questloﬁ of .

Wiy b 4

s .

"what to dc&when the l;ghts g€o on." . . Y .
“10., Fllm Stu for Chaldren,\ Whether thé film is used to hel them
L/'F\ dy ‘s

\ —

relate t0a hem. in pr1mary and elementary school The : ﬁnder tand1ng of

R

L
some bas1cs of v1sual communlcatloqg may nean much more to yqﬂng people if

such lessons are learned 4t a time when they are still learn1ng how to

fthlnk cr1t1cally By the time they get to college fiich of th1s opportunlty

mlght have been lost. . ~— - Do e

11. What Shov_3 be the Ro e of Natlonal Profess1onal Organizat10ns7

Iz advocates of fi_ m studles in the tradltlonal human1st1c d1sc1pllnes are h

to ga1n the schola-ly respect their work deserves and rece1ve encouragement

t contlnue, ‘support should come from natlonal profess1onal organlzatlons

such as tﬁe Modarn oanguage Assoc1at10n the Amerlcan HlstorlcaI\Assoc1a—

tion, The Amer1 an Phllosophlcal Assoclatlon -and -so on. Some 1mp£bVement
-3 ev1dent 1n t-e iocreas1ng number of dessiohs @t ahnual meetlngs .thdt
‘ea’ with film, -;ur more positive actrszseems necessdry to answer this
-1:..gg1ng Pproblem AS the most 1m§rtant national or'ganlzatlon. devoted to
f_lm, the A.F.I. deserves special attentlon. " There are three areas in

which-the “Institute is currently concentratlng €1) the preservatron and

.archive function, (2) the A.F.I. catalog, and (3) the plans for ag intro-

‘gestions might include the setting up’of a toll-free telephone number to

ductory course on’ American cinema (for programming on. public televisiony)

which will prcvlde supplementary materials,for film teachers. Othti,Sugf

.
12

‘answer general reference questlons apout the avallablllty of. spec1f1c films

from rental ‘agents; the establlshment of a union catalog of film perlodlcals,,

et B N f

;/) ‘Kear philosophy or h1story or to acqulre v1sual llterag&, t %é generally :
: agreed t_'t students should be working w1th motlin p1ctures and 1 arn1ng to l~'

s
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reference works , ; a.nd ma.nﬁscril sourées rela.ting to c1nema,’ and the devotion_

‘of a. greater portic?ff of America.n Ei‘lm (the Institute s moxthly magaz,ine to
~

matters ‘of concern to,s.choldrs rafther than givmg so n;\uch tention to dur-

<
SN
' Al
L -

) 1 . .. ¢ - 7. .
irable to .

z;ent I%{.ly‘wood relea:ses . o -

. -f . 4 .
rf@f . 21_1_% Productiomof ,Filrﬁ for the Humanities. Is it d
« LY

pioduce films especia\ily for ﬂ1e huma.nities cla.ssroqm*or wouId té‘\hers do o~
better using films or1:g1n lar made for eik.ertaimnent or pther commercia.l

vons? Ir films a.1°~e to .be produced '{uth the hmna:nl'ties teacher in mifid,
how uch 1niut do tragiitlona.l huma.n»ists want a.nd how much should they ha.ve'?

d specialists in other areas such as history, phllosophy, 11tera.ture,

' 8
.- an a.nthropology be éncoura.ged to become fllm-ma.kers, or would it be m%nre

: productive to. concentra.te on coopera.tive enterprises beﬂween professlonal

»film-ma.kers a.nd academic‘ scholars, such as those being undertaken at Yale' S
AY .

-':Media Des:lgn Studio'? ’ B ' . . L \* C f’.
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_ ',gr The/ art1cles reprln*ted here are r{lea;‘i'f to /éerve gs.e a.rnp;l.es. of the:
“,o/? e,dlfferent theoretlcal approaches which:spec;allsts in th %? 1ous (A’ S

- Rl 7 Lres o de,

I d1sc13,11nes havq_ appllk-:d te -th 1r erlk‘:Fth film, \'l&‘e sqmllzrltles Y - *

"4. ,‘:v"; ax@ dlfferences that mark “these severil‘metho@bloga.es 1nd1ca e that
SR *huma,nlsts aré sui"e to beneflt frOm what tﬁelr colleagues are doing and

how they’ are ng ab ut it. The artlcle' by W1llla.m’7h\rowsmith\1s »

\ N -

! h . especially ble because it presents so well' the ratlgnale for tthe .
. v©

study of 1lm w1th1n the context of a tradltlenal humanltles orlenta—

P

. tion.. The selectlrns that’ follow 1llustrate some of the ways that L.
scholars have tried to fulfill phese poss1b111t1es 1q hlstory, Amerlcan

o

stud1es, llterature, phlloﬁophy, and anthropology .
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fn humanlstmo,educatlon tbe future-;res thh fllm Of thls I am9 s

A L
:;ivi . T flrmly oonvlﬁbeg I d? ndt: mean;bx th1SAer;her Vaudlo—v1sueglsm or, ..
BT .- educat fopal - fl{hstrips . ﬂﬂeana;hai fllm will] begﬁot.on&y tﬁ27fhture R
. y - ,L . medlum*of 1nstru 'ion,ﬁt. t‘ha;, fi'lm qlso'w1ll chai enge a.nd égerit'uelly \
“"f o clalm the pléc,e a.nd p’re;stlge ac‘.orded to llt%ra.ture and st e a.r ‘.Ln‘ _ o
. MR . the tr%dltroaéi eurriculmm' ' sb?rtv fllm not.merely as medrum bub ‘
el as currlculum, too. Thls eon ctioh rests ypon a falth that*human s
e .i soc1etg~§§nnot do w1thout the human?éies,/cannot forsake 1ts raleh 1nl
¢ L ?” -the—project\bf maklng men more fully hﬁman,\helplng mén to 'become the 1'
; . , \fthlng they, are." If real education g and not merely the transm1551on ‘ 3” ,
' ,—.g?:' igoio;'ledg’— is to take place, a cur-rlcufum is requlred whlch cor— 5,,4%,. :
ates and/exempllfles moral dlsfovery, the maklng of a fate, the .

ger for identity. Literature and the arts have always been at the ’.
rt,of the humanltles because they prov1ded Just such corroboratlon

.1_ our most endurlng ;se for :rt has been preclsely in education - and it T
-~ - is an end worthy of art:, this expanslon of love beyond ourselves,,\

which Nletzsche called education.'- Lt .. _ ‘

But I recognlze, w:th d1stress and sadness, that thls literature”
“which 1s for me so ¢rucial a ¢ rrlculum that I cannot imagine my life o
.:; without it is for others, especially many young people, no longer at o
| vthe center of things. It has come “to seem to them artlflclal, even
'falntly anachronlstlc, 1ts conventlons suddenly seem conventlonal
labored and unreal. Its crucial’ 1ilus1on cr1ppled, part1c1patlon
becomes constralned or even 1mposs1ble This ecohstraint comes not
only from the comgarafive spaclousness and reallsm of the new med1a§
the: superlor complex1ty and power: of thelr conventlons, but also from
the wvay in wH&ch literature is top often taught; that 1s, as technlcal
¢ or profess1onal v1rtu051ty or as .a decoratlve cultural accompllsh—.
” L ment. . We haVe become very adept, as Edgar Fr1edenb§rg p01nts out
. }

B N - -~
L * 4Repr1nted from Journal of Aesthetlc Education, Vo1l. IIT, No..3 }1969)
" Unlvers1ty of Illinois Press, Urbana, Pp. TS 83 .. - .
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g . "at dr1v1hg cadm1um rods ‘into the seeth1ng ‘mass of our cultural herltage
and renderlng it 1nact1ve. 11 The schools do 1t by castratlng art' by
d1sgu1s1ng its true subvers1veness, or by forclng 1t to y1eld a crop
‘of acceptable cllches. - The- un1vers1t1es do it by treatlng llterature

as. though 1t were’ wéltten not for our. enjoyment and 1nstruct10n but ¢ - -

* .

\ as part of a curpity for analys1s and instructién. . E P

I p onstralnt-students feel w1th llterature has notlceably f J

-inc; ased as. scholarly att1tudes have moved from the’ graduate schools
to the undergraduate and even the secondary currlcula: Constra1nt now
becomes the rule the student beglns to suspect, resent, and reject a

" llterary cultire and educatlon that flourlsh apparently for.their own
sakes or for the1r professors ’ W1thout pert1nence to hls life. And

PR

,v80 the conventlons that support the art of the spoken word = the arti-

*v'. &

£;c1allt1es that used not to ¢wouble us that wé took in our str1de .
';L ‘once .-, begin to,seem dublous and then to dlssolve. One no longer feels
"the,necess1ty of the style, or its necessities are no longer ours. Con-
jstra1nt is not easlly unlearned ‘and poetry and drama seem nom,no
_ longer second natﬂre but come to us increasingly touched by the self-,‘
_consclousness of all hlgh culture that has been. educatlonally fobmal— é\

" ized. I have heard Tesu1ts say thdt ~they could not teach 1n c er1cal '

‘garb, ‘tecause the authorlty of thelr robes talnged the subjec s they
'itaught troubllng educatlon w1th the problems of resented or reaefused
: author1ty. It is the’ same w&th the spoken arts in educaglon what is - ;/.
. bad and merely author1tat1ve or profess1onal in educatlon has corrupted
' them and weakened the1r enabllng conventlons. They no longer:}peak to -

us naturally, and our responses are becomlng fatally self—consclous.

%

“

:~f'v.‘ Or so it seems.to me. ° oo ‘ : o e
- Fllm itself may be highly‘self—conscious,-but it is surely unique )

_in possessing aud1ences who take it naturally, who- attend to it without

fuss or pretense or shamg who for th\\most part tru\m its makers and

feel unmlstakably at ‘ease with its conventlons. People go tQ movies

as they go to tdﬁe a bath or a- stroll., -You cannot assume that one .
lThe Human1t1es in- the School, ed Harold Taylor (New York
C1tatlon Press, l968) P- lhB - ) . S
) . ﬁ .h- . . R
. v . \\ . - . + -
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. LT student i,n ten has read a ~glven book, chances are hlgh that half the >
Hr%:.- M.; sstudents<wlll have seen-'*and seen well .or at'least 1ntensely - any ,' .
' ,f“;.:“ film you ‘care. to mentlon._ What 1s more, students see fllms with a

' natural conf1dence, a confidence unembarrassed by the grosser k1nds
B ' of self—consclousness. "By compar1son,,aud1ences ‘for poetry, drama,

K4 . Or music:are- notorlously unsure, 1néllned either’ to dogmatlc arrogance
" or deferent1al 1gnorance. The fear of the expert - ~ the academic '
,,gxpe_t-above 'al1*- hoyers over themi- But in fllm_the'cllmate as freer,

more_tolerant._ The,experts:haye'not yet invaded the Film and clafmed
5 it "NO'TrespaSSing —4For¢Ekperts Only. Everybody Else Get Out!" as
scholars have done with the Renaissance and’ mus1colog1sts w1th baroque
mus1c, or 1n.llterature where one sees the sad spectacle of wrlters
B T and perlods that were once of enormous semlnal s1gn1f1cance to the
) general reader. and that , thaﬁks to the cla1ms of scholars, and the
d,'f. o reluctance of the nen-expert to take om the ‘expert, have been rendered
| ialmost wholly useless and 1naccessible. )
In th1s openness and exemptlon from the Self—conSCIOusness of
'"hlgh" culture lles ‘the enormous promise of fllm Its technlcal pos—’
- o s1b111t1es are,'of course, staggerlng, bt they would have almost no
's1gn1f1cance unless the .audience could accept them eas1ly and naturally
. within the context of conVentlons that aud1ences feel ‘at home with.
Indeed one of my.fears in the wave of techn1cal exper1ment in film
““now is that the _experiments may succeed in maklng the audlence as kil—
_llngly consclous of the camera and mzre technlcal art1f1ce .as they are
'now‘mostly unconsq1ous of 1t, content to accept a tale or a v1sual
'sequence as though it possessed’ its own 1nternal necess1ty and could no -
more be questioned than uind on water. In°’ saylng this, I run the rlsk '
of offendlng those who are eager to see fllm accorded an equal ‘DPlace
- -";. - i. e., a techn1cal place - alongside the other arts. But the unique
’ s1tuatlon of fllm is surely that it cgmes to us, not as part of our

educatlonally acquired "hig] " c lture but ‘as part of the common culture ~

v‘1tself
- L. It may be that fllms are sti

. Y
i a. part of common culture because

1ndustry, and for a long t1me refused

£ilm began not ‘as an art but as’
oo : /. o

° . ’ . L * g /
7
/




“you heard it as a ma

' out the culture T e

to be taken,'or 46 take 1tself, serlously . But whatever the reason,

.the fllm—maker enjoys in- th1s respect a precious advantage over- all hlS -

peers in the other arts. Only he has a real hope of creatlng on this -
basis an art which'is not only great'but also-popular. What the novel

was to the n1neteenth century, the film might be to the twentleth

tthe genre, : :the only genre wholly congen1al to the majority of a culture.'
In anclent Greec tragedy was just such a genre - popular, democrat1c,
. of enormous_appeal to all’ classes, anything but. the t1resome Mandarln

- nonsense. it has become in modern production Even in Italy as late as

thirty years ago Ita' opera was an unmlstakably popular art form,

L
r-of course on bar radios and-1nvp1azzas, inter-

spersed'with viyid comment. Now the same music brings dismay;and anger

and ¢ries of Abbassa la radio!" This currency, this conventional accep-

\ 3 B . . T .
tability and viability belong, as I say, uniguely to film. And they
suggest just how” enormous an 1nfluence fllm m1ght come to exert through—'

I sa1d earller that film would come to preVall in_the educatlonal »

' currlculum of schools and unlversltles, and that it would do so not

. only as. a medium but also as a curr1culum It will be able to do th1s, L

o I suggest p“801sely because 1t is 1tself stlll a part of common cul- -
Q,V@ture and therefore can be- meanlngfully utlllzed in programs of general

h: educatlon At present, general educatlon is in d1srepa1r and‘d1sEsteem

throughout the learned world. But general educatlon was. not defeated

by its own 1nadequacy but by the profess1onallzatlon of un1vers1t1es

" Specialists cannot for obv1ous reasons, confer a genéral educatlon any

more- than plumbers can design a landscape And general educatlon 1n this

country w1thered because spec1allsts could not be persuaded to educate

. themselves or the1r students except as spec1allsts _Yet our need for

a «valid form of general educatlon is urgent and grows more urgent all
the time. We have learned recently how terr1ble is the cost to culture"
of its rejectfé/ by those who, because they have no, stake in 1t, cannot .
use it. How for 1nstance can you meaningfully teach Greek tragedy -

with its conv1ct10n of each man's freedom to f1nd h1s -own fate and hlS

responslblllty for it - to those who have never ‘experienced such

s
. X -
Ed
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Tes

_'readlng does not ,

4 guage, have ungered for. Even’ if the culture,ls formidably remote-—a

VKorean,'say, or even Indian.- ‘the d1rector can qulckly and-viv1dly

,jspeak to any man in an 'yxplace. Ecumenical ambitlons may produce pre-y.

.

W

“ffreedom, who lack precisely the power to alter their fates or even .to
'rf1nd them?- You*cannot. -And what -the ghetto child- v1olently“refuses,

the mlddle class child accepts because it is sugared with the’ prom1se
of‘1ater mater1al success. What we desperately need is ‘a general
.educatlon, a general curr1culum, which could focus the realltles

of our present ex1stence, present them as fact or hypothesls 1n a
telllng way - which could deal with our obsessions and tell the truth'
about our: lives. Such a curriculum clearly must be designed and
taught in such a way that 1t does not ellclt irrelevant refusal or
susplclon - that is, a currlculum whose style and conventlons would
jseem, because shared by both teacher and student to carry the1r own

necess1t1es, to require ‘neither apology nor defense.; That curr1culum :

- is film, ‘a medlum which 1s 1nstantly acceptable which prOV1des, as

1mmed1ate and shared experlence “of unparalleled

intensity,; wh1ch s stlll largely unencumbered hy a scholarly lltera—

tuxﬁ and whos v1tality and future seem unden‘rab‘rer""'*' ) o

Bu T is not merely a matter of 1ntenS1ty and community.” Here, -

4after ally we have an art thatwls wholly avallable to the whole world,

a truly ecumen1ca} art., leen only subt1tles, it'is accéssible to’ any~_:._

one, anywhere. And. prec1sely because 1t can go anywhere, 1t tends to

Ahave,'at Jeast among the great directors,'preclselywthe k1nd of ec%;. f v»L

menlcal ambitlons - the hope of reach1ng al} manklnd - that great('
E

writers, to some degree always 1ﬁpr1 oned in the ‘parish of their 'an—

. familiarize it as no writer conceivably can ' Yet the only purpose of

famlliarizing 1t must ,be to transcend what” he has familiarized - to

tentious failures - but at least they will not, produce a précious art.

If there is little comfort in liw;ng 1nkgn age of violent change, of
feeling only transitional, always uncertain of where one is o might be

’ going, it is in such conditlonsy especially when they are univensal, - [

that we .can hope for something like a Homeric V1siom,‘for a ge erous

- image of humanity. And the- hopelis measurably augmented whenlartistsA,'

-

QO
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© of éreat talent - I\think'of Kurosawa and’ Antonioni —-apply'themselves
fb - --to- portraylng the human psyche - Its-powers and we knesses - as it~
| strives to adapt to nearly unbearable change, to the destructlon of
the ve:y ecology by which it was once'— and may still be - fatally
def1ned. Th;s is, adm;ttedly, a thsme partlcularly sulted to film,
which can show with compelling'beauty and détail the relation between
‘.upsyche and ecology, which can re—create the 0ld poetry of.earth and
’b'the nlghtmarlsh new world in stunnlng proximlty._ But it is also one
. of the great universal themes - perhaps the great theme of the age ;
and 1t is, I thlnk ' no acc1dent that 1t should be film -~ that ecumen-
. ical art - that/ls now attemptlng to* treat it.

I know of no art with such potent1al for stating our problems,
-complex1t1es, anxieties, and’ powers more . naturally or comprehens1Vely
thah fllm ‘And this is why fllm seems to me a natural currlculum -

a currlculum—ln—process, a creat;ve project - w1th which to replace

'+ much- of what we now do in llterature and phllosophy and'humanltles.
At least £ilm 1s where we mlghF most intelligently begih, taklng advan—

4 _tage‘of an ex1st1ng mot1vatlon, of a llVlng art form - 1n order .to. ’
T deepen and w1den common culture. There is. always the chance - doubtless

'hlgh - that we shall stultlfy fllm in the process, but I cannot see how

,Hjﬁe. g%serious educators ‘can fail to make use ‘of the most powerful art-form

_ ‘he ablest academlc critics. It is a medium congenlal to: 1deas,-
and'to presentkldeas above all, and 1ts hunger for an ecumenlcal audi-

vt e
OO T .

ence should at least for now, keep it relat1vely honest. Ideally, I
thrnk sucﬂ a fllm curriculum should be complemented by literature -
literature which critiaizes the film, or whic¢h is criticized or ampli-
fied by the fllm. For I assume that the past stlll matters enormously
-and stlll haszthlngs to teach us, and also that the past canlge bet—-

~tered by present achieiepent - and"’ that thls r1valry between dead and .

Oy
\

~




llving, thls efT rt Q?'the present to outdo the-past = 1m1tare superando

- 1s supremely ‘educational’. "In a time when-the old are desp1sed by the

young,‘and the,young feared by the old, it stands to reason that’ the_,ﬂ
~past will seem 1rrelevant to the present But surely 1t—1s not, cer- -

tainly all educatldn 1n the humanltles is based on the premise of the

relevance of the. past‘to the present - that present wh1ch 1s as

Whitehead said, "holy ground. ' - ', s .ot . R

- The present 1s, 1ike our culture, an oecumene. 4Wé are all ecu-
menical men and good Europeans these days. But the human oecumene

" runs backward too; it 1ncludes the deaﬁ, no less than Australlan bush—_
men and the Ha1ry Ainu. And the dead are the*vast majorlty. "Now that:-
you're in Hell, T1mon," the poet asks the famous m1santhrope, "which

| do you prefer, the” darkness or the llght*", "The. llght man. There are_
more of you here 1n Hell The llv1ng are not d1m1n1shed by honor done.
'!ge dead. These,\I suppose, are the pieties one expects of class1c1sts,

but. I enter them as‘a’ protest agalnst the jaugty,McLuhanlte modernlty

and the perky technical ‘hybris of too‘many cineasts. Any valld general

educatlon should str1ve .to keep past and present in constant creatlve

and cr1t1cal connection. Resnals s H1rosh1ma mort Amour for 1nstance,., .

should be set against the poem it unknowlngly, I suspect, 1m1tates‘—

the Iliad.. -And ‘the p01nt of the contrast should,not be to,batter the -

IS

modern work with the’ anc1ent masterﬁlece, bt to show why, in th1s case,
in strategy and taste and power, the apclent work does s0 much more
compelllngly what the modern tr1es to do. Here,, I. would want to- say’,

is a case of cruclal'cultural r1valryf Resna1s<attempted an honorable
task' he attempted - probably unknowingly'— the greatest theme of the
greatest poet, a theme we badly need for. our owvn time; and whose power.
and v1ab111ty can be glimpsed in the passlonate<Enthus1asm this rather
poor film aroused: among the young. ' . v
_ Or one might perhaps show how Antoniohi, allusively and powerfully,'
attempts to create for film a.visual vocabulary Capable'of taking what
‘1s still alive 1n the art of the past and renewing it in a fresh con- ,’
'text Thus in Blow—Up, when the photographer returns to find the corpse.

in the park ve See h1m look at the bare grass,. the body gone, while
) I . ¢ (

ha




. ...the leaves scatter in a fresh dawn w1nd around him; and he turns sud-
~*7~';ff~fdenly'and looks*upward and the camera holds momentarlly on’ the leafy"

xi -branch overheadg noth1ng but the leaves e wind-sound. And then

. “at the close of the fllm as the camera ‘ds on the photographer his

eyes flll w1th tears as he turns, inh the grlp of a starker reallty now,
‘ unable - to partlclpate any longer in he illusion. of the mummers tenn1s
A—Tturns and looks at the green‘grasg. And ‘then he too is gone, and.-7- .
there is pnly the’grass<left, und%f and behlnd,the closlng legend.. .
Ephemerality, anonymity, the visi X of man's days “1like the grass and
‘the leaves,‘and the great Homeric figure: "As is the generation of
.leaves, so'is that of men. Oneiﬁenerat1on is born, and another dies

f Antonioni's work. 'An- aura of vis-

,

T e ATD these”are in the aur
.ual assoc1at10n utterly without educated snobbery or pretense, a

. -~ R
v re creatlon in cinematic ‘terms of the oldest metaphors of human anonym-

-

ity and - 1mpermanence in a world of change. -In lLa Notte the same theme:"

t, . the mllllonalre Mllanese Trﬁ:alchlo who seeks to leave a permanent
-« monument; ih the grass a battered marble Roman head, all permanence,

légazed at by a fascinated. cat, al an?malltransclence. In L Ecllsse,
-7 as Ricardo- leaves Vlttorla s: apartment, one- sees above the gate, per-
”'x;fectly squared In iron, an Umbr;an landscape of the fourteenth century’
- - the old poetry oE’earth framed by the Imprlsonlng enclosures of the

¢ new- megalopolls. In The Red ‘Desert, the Sardinlan beach fantasy, the.

_glrl,-a brown- and gawky adoles ent, runs to h1de, peerlng out from the

s lt - green shrubbery, and she brlngs 1rres1st1bly to mind’ bne of Gauguln s

.o ,%ahltlan girls - the cultural suggestlon supportlng the(psychologlcal
- purpose of the fantasy - the wonder and fear that accompany the .arrival

of "the other ; the’ waklng out, of oneself None of .these echoes, I»
) " stress, function for cultural show they are rather Antonioni's way of
using the past, transmuting it, and making it newly. ava1lable, for con-
.trasﬁ or for direct statement. - In thlsf#éspect this attempt ‘to affil-
[ 1ate h1msel§’1n a c1nemat1c -'but not a llterary - way to a great

literary and art1st1c tradltlon Antonioni is unlque. L . i

This, of course, 1s merely a suggestlon of the sort of connectlon -

that can legltlmately be found_when past &and -present, literature and
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;fllm are meanlngfully juxtaposed. The result of such juxtaposltlons
7would be, it seems to me, to demonstrate one of the ideal relatlons\ef
past and present and-to show unmlstakably the%pertlnenCe of the past, -
Ewhether achlevement or challenge.m A leg1t1mate form of general educa—
tion could be created on the bas1s of the available fllm resources,
_and the effect of such education would be both to rescue literature
. and'to enrich'film Let me say'bluntly that I think the, education of
fllm—makers could be remarkably 1mproved if they could be brought into
.: A reasonably respectful and lively relation to past. llterature and the
' arts. I have the- dlstlnct 1mpres51on that fllm—makers are all too often
lamentably 1gnorant or even contemptuous of the llterary tradition
whose r1ghtful 1nher1tors they are. If they were not, they would not .
make many of the films they now make, and many of the1r dreadful adapta—
tions of llterary material would show either more respect for the
‘ or1g1nal or more 1mag1nat1ve and radfcal adaptatlon than one now sees.
-And they would be bolder in appropr1at1ng material which is conducive
L.to the1r ends. We need “ip short, edu flim—makers 1f we are to’
.entrust the currlculum of education toBiEZS: I personally fail to see
how one can leg1t1mately expect to 1mprove the traln(ng of fllm—makers
except by educat1ng them Well 1n‘the great tradltlon of Homer, ’ .
';Sophocles, Plato Shakespeare, and Racine. - The ach1evement§'of f11m
B - are already 1mpressive but they are ‘not so 1mpress1ve that we'.can
k;A: :_:llghtly condone 're technlcal v1rtu051ty comb1ned w1th a rad1cal'l/i
1_ll_1t era‘c'y . The Fi
- *l American s ‘the heir of Europe. .But he lacks the humlllty to seize

. ker is. as much the heir of 11terature as the

Ihls inheritance, perhaps because, llke most Amerlcans, he cannot rid

4

himself of his obsess1on with money and hls popullst assumption that
literéture and the past are either bor1ng or bunk. ¢
E i . Let me close by saylng that I th1nk the mission of the fllm—maker
goes far beyond mere art1st1c proWess or achfevement The film-maker
s alone has the opportunlty, in conjunctlon ‘with the other mass media,
to reshape and re1nv1gorate the culture. The novelist has losty his 4‘
" chance; the poets and dramatists no longer have one. The educators

have for the most part renounced education. And that means that the




. fbe subsumed lQ a hlgher effort.

.

great task of educatlon 1n our tlmes - the creatlon of a humane culture

'_1n 1ts apparent absence or defeat - rests with the maker of* fllms.

Art is not enough. ﬂBr rather we need an art that -can perform the task

: _of education - the task that llterature and the other arts once per—'

' formed until they somehow 1ost the consent on whlch their power was

based. fThe legacy of llterature,»hOWever, is immense. What is requlred

is the kind of.sensibility that can seize it and transmute. 1t to an-

: other medlumd,w1th equal power and 51mp11c1ty and complexity, much as -
“Montalgne and Shakespeare seized and transmuted the cla551cal world they
““found _in Plutarch,4or as the Greek dramatlsts dellberately democratrzed

. the. arlstocratlc ethos of arete they. found in Homer and the poets~*-It -

is an art of translatlon that I am speak1ng of here -ftranslatlon so

accurate that it controls the matter and power of the .original,. and‘SO
Co

rad1cal that it utterly reshapes transmogrlfles, the values it d1s—

covers. -‘You can transform great talengiinto—genlus only by . energ521ng &

_1t 'in a taik that requlres exceptional powers, that makes talent tran-

scend itself. Nelther entertalnment nor what we conventlon_lly call

“art. are llkely to. do 1t Ve need a vision - and Verglllan pdwers in

" both art1st and educator - that will transcend both art and entertaln— i

-

ment ‘T suggest educétlon by. Wthh I mean bth art and ertertalnment

v . » g ~
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'_? principles of how fllm and telev1slon communicate. Although some dlS--

%% % FILM STUDY AND THE HISTORY CLASSROOM
L " John E. 0'Connor

- Since 1895, when Auguste and Louis Lumlere put on the flrst publlcf
eXhlblthnS of. mov1ng p1ctures, hundreds of thousands of fllms have
been produced The movies that surv1ve as testament to that e1ghty—f‘
. two year hrstory of an art form - documentarles, theatrlcal features,
ser1als, newsreels, propaganda films, tra1n1ng fllms, telev151on com-
merclals, and more - represent a  tremendous’ storehouse Oeraw material"
- for the'history classroom. Each £ilm is a historical artifact, a
unlque document for classroom analy51s, and an effective’ tool for moti--

vating s;udents to consider all[sorts oﬂ-hlstgrlcal questlons.

Perhaps the most productlve approach to the use of film in the

history class 'is to treat’Tt~as one would anymother hlstor'-al docu-
ment.  This requires that the.téacher immerse himself to some degree --
in the study of film- language and fllm art - soﬁethlng for whleggrad—

J. uate school prepares very few h1s r1ans. But the eggort expended 1n
learn1ng to deal knowledgeably W1th fllm can y1eld 51gn1f1cant results.
Brlnglngxfllm documents to students serves three ‘principal purposes
(1) to glve them pract1cal experlence 1n‘h15tor1cal analy51s and loglcalw
thlnklng, (2)" to motlvate them to study moré 'tradltlonal hlstorlcal

. problema, and 3} tovlncrease thelr awareness of the fllm qxperrence
I .

by teachlng them ‘some of the ba51c elements of V1sual communlcatlons.

Thls third purpose is ‘based upon thg premlse ‘that most of .today's so-
/.
: called "med1a-m§nded" young people do not co rehezg‘gyen the first

& 1

c1ples of Marshall McLuhan will disagree, spending sofmany passive ' N
hours in fromt of the vV has*lulled most- v1ewers 1nto suspendlng judg—
ment,and allOW1ng themselves to be swept awa 1nto a sort of dream
world. Rather than fine-tu;?ng their analytlcal skills, they allou
‘themselves to be hypnotized beforg'the'screen, taking in its messages
uncritiéally. o ) o e 3

. . . y

(ﬁeprlnted fA;%%1 erican Eistorical Assoclatlon Newsletter, Vol. XV, No.
: 1977) <qan Historlcal Assoclatlon Washington, D.C., pp. T-9.
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"Equally important, it suggests an
bility to help students develop the analytlcalggkllls necessary to

\,_ Desp1te the bellef'of _some teachers that showlng a film 1n class"

represents a cap1tulat10n, an adm1551on that the Gutenberg era reallx is
dead nothlng could.be further from the’ truth. What it does 1nd1cate
is a reallzatlon that students are‘attracted to fllm and a bellef that
this 1nterest can somehow be transjerred to the1r stndy of hlstory

wareness of the teacher s respons1—

{seek out information, to verify it, and to evaluate it cr1t1cally.

;',Blke most Amerlcans today, students of the 19705 recelve the1r everyday

~ca°pitulat_i§n. Readlng comprehens1on is as important as ever; but teach-.

flng the actual hlstorlcaL events happen
. S i

" tion takes place as the teacher asks,searchlng questzons-and challengesg

. P
.stu‘ents to look agaln. In the proéess students should develop & oapac—'f'-ﬂ

»-

info atlon more Trom the slx o clock news than from books, newspapers,
iy

or maga21nes. To close our.eyes to thls phenomenon would be the real

. N
ing an understandlng of v1sual perceptlon and 1nculcat;ng ‘the skills
of visual comprehens1on merlt,our attentlon as well. . /"—/ﬂx\\

Documentary films are of more obv1ous value as hlstorlcal artifacts

than theatrical feature §alrs., Usually there is more to. be learned from

_the ' actuallty" footage of a documentary tHan from the costumes and sets

'designed in a hollywood'studio.' Nalve to ens and lighting technlques

efore their eyes.~ D1scr1m1na— 3

and the trlcks of editlng, students atwigrbt/may feel. tgat they ‘are see— ¢

-A1ty for heightened ‘visual awareness, and ﬁhey may~be fasclnated.by

through a lect or a. textbook. RN

idull when approached

h1stor1ca1¢questlons that seem meanlngless “and;
,/,

3

Two documentarles I have used to good effect are The Plow Ihat

- Broké the Plains, produced by Pare Lorentz fbr the Un1ted States

in addltlon to 1llustra_}ng historical develofments‘dthey helped to

Resettlement Admlnlstratlon in 1936 and See It NBR;_~Report on_Segator
McCarthy, Edward R. Murrow's expose of Joseph McCarthy aired by CRBS

ir March 195k. . Each runnlng about thirty minutes, tHese ¥Yilms are'

readily avallable, convenient to use, ahd qulte 1nexpens1ve. What makes

them espec1ally 1nterest1ng examples is that in at least some small wax,

/

shape them.

] J

-
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v,'Afpertinent;question to_be asked'abOut-any hiStoricai document

concerns its authorship. The Plow THat Broke the: Pla1ns was ‘made

under the auspices of the Un1ted States gavernment. Its purpose,'asv
spelled out in the OfflClal records -of the sponsorlng agency, was +to

publlclze the- act1v1t1es of the Resettlement Admlnlstratlon the agency
responsible for f1nd1ng new homes for famllles forced off their farms

by the env1ronmental calamltles of the m1ddle thirties. The fllm pur-.

" ports to tell the true story of the Gréat .Plains by‘traclng 1ts settle—

-
ment Lflrst by cattlemen in the 1880s and'then by hardy homesteaders
whO eould. f1nd no vacant land elsewhere. They suffered in the semiarig:

climate where cycllcal dry spells wlthered the1r crops, but they sur- .

v1Ved until World.- War I when soarlng graln pr1ces tempted farmers and

unScrupulous land companles to overexpand productlon in marglnally
tlllable lands. During the wazyand in the early twent1es they plowed
the plains so extens1veiy that the next time, drought came there was_ no

grass to hold the soil, and it bl@w away. The c1051ng sequences of .

the fllm show caravans of migrants, ‘made homeless by the sw1r11ng dust,n'

jolnlng "the ‘great army of the hlghway," looking f®r "a chance to
start’ over. The 1mpllcat10n was clear. The Democratbc adm1n1stratlon

in Washlngton was sen51t1ve to thelr pllght and the Resettlement

N ]

dm1n1stratlon was meant to help tkem.

B T

| The next loglcal questlon about a. dodi;ent refers"to,its-audienceﬁl"

whO 'saw-the film and how did they react to 1t‘7 Although film crltlcs

-

' volced accla1m, The Plow That Broke’ the Plalns became the focus of a -

controversy between th adm1n1strat10n in Washlngton ‘and Hollywood

. M . .
*producers who feared Vernment competltlon in the movie bus1ness -

similar to the powerlcompqnles reaction to’ the T. V A. - and who
responded by ‘discouraging commercial exhibitors from bookKirng the film. .-

Democratic politicians liked the movie, and several incumbents used it

to impress voters in their 1938 bids for reelection to,dongressz

Republicans correctly perdeived it as propaganda for F.D.R. and

his New Deal program. But the most serious crlt@clsm canie’ from rﬂélde

-the Resettlement Admlnlstraﬁlon 1tself from agents stationed in stlll

o
a
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L 7fertile sections of-the GreatPPlains where dust storms had been. no
proﬁggm They charged that the film misrepresented conditions by
VgeneraliZing about the area, and ultimately their arguments served to

-'f--support Republican efforts to have the. film withdrawn from circulatlon.;.;
By the time all this has been brought. out in classy -perhaps “dis-
covered by the students themselves as they study memoranda reprinted

;\in Richard D. MacCann's The Peoples Films: A Pd%ltlcal History of

U S. Govefnment Motion Pictures (Ney York 1973) they . should be

anx10us to reevaluate their first impress10ns ‘of the film. If time

permits it might be screengd again or a seqdence—by-sequence outline'

i, .. of thE\{ilm mlght be prepared for class discussion. My own mimed-

«

graphed outline of this film describing Vvisual and oral components in :

_ s1de—by—51de columns, runs to five pages
Since The Plow That Broke the Piains is free of copyrlght restric-

. tions, it 1s possible to Viqeotape-sequences_or make 35mm slides of
single frames for. d1scu‘iion by the class. The photography of’the film
is exquisite; ‘many shots resemble the depression photo studies of -'>
', Walker Evans and Dorothea Lange. The symbols and transitions (sledge- -
L hammers on fenceposts, neWspaper headlines superimposed on Whirriné
presses, phalanxes of’ tanks and tractors choreographed to World War T "
music) may appearcclumsy and old fashioned to a gene{/tlon so over-',
;lf expoi’d to the technical skills of modern telev151on but” this very .

. characteristic makes them eas1er for film—study nov1ces to’ identify ;

- and ‘analyze. . . R

Detailed structural analys1s reVeals more as Signiflcant historical
questions emerge directly from the visual context.of the film. For

' example, the 1920s are presented in a montage of belching smokestacks,

overflowing grain hoppers, a Jazz drummer, and a stockticker which

teeters for a minute on its platform before crashing to the floor.

Then the film cuts d1rectly‘50 the thirties, the depression, and tHe

dust bowl. The visual implication (post hoc ergo propter hoc).is that

the crash caused all the trouble.. The opportunities for classroom

research and study projects leap from the screen: What were the

farmers' problems in the .twenties and thirties? Did they start before

. 14
- t -
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. . or after 19297 . What, if. anythlng, did the stock market have- to do -
~'fj.v ) with them’ -What- other sorts of 1mages_mfght have been chosen to.‘
portray the twenties? What were the real causes of the Great Depresslon
" and how d1d it affect urban and rural America d1fferently9 More gen—
erally, students might be asked to f1nd out whether the pattern of‘ S
.western mlgratlon shown in. the fllm was typical and challenge them to
1llustrate(\1t Vlth pth'er non-£ilm. pxaterlalg They might- als‘o be -
. prompted to_consider the 1mpact of 1nvent10ns suc% as barbed w1re i
a i . and motorlzed fdrm mach1nery on the land#and the pedple. . .
Equally effectlve 1n ralslng issues ‘is Edug\d R. Murrdw's See It .
“-ﬁow: Reporit on Sen tor McCarthy. Mdst students have a vague conceptlon ‘.

of what McCarthylsm means,:.but they have never see? more tha text— z
o _ book photo of the man Mmself, and v1ew1ng the film brlngs h1m to. llfe\
.\. * for them There is con51derable background information .available i-f
labout ~the productlon in Fred W. Fr1endly s book, Due tgﬁClgngstances-
. v Beyonleur Control {New York 1966) Here again, substéntlve h}storlcal
o : questlons emerge dlrectly fromxthe visual fabric of the fllm

‘ A‘seque Ce—by—sequence review quickly reveals how it was organlzed‘
%fff.t . - first showlng statements by McCarthy and then showlng klm ‘contra-
' 'r;. v~d1ct1ng hlmself The fllm is-fitled with exziples of the senator s : ;-;
' »tactlcs that shock ‘even today, such as his erence to cand1date '
Stevenson.in 1952 as "Alger, I mean Adlal-‘and h1s badgerlng of. State T
_Department official Reed Harris before his Senate commlttee.{ But “in oo
_ _ the process of puttlng together the fllm clips to show the senator in ° .
o, . thevworsﬁ-posslble llght,_Muerw seems to have fallen into some of the
" same technﬁques uséd by'the’man he was exposing;' Sectlons of. McCarthy s
speeches were taken out of context, and certa1n sequences appear to E
ha&e been 1nc1uded more because of ‘the expresslon on the senator s
*facesor the tone of his voice - at one point a silly little laugh
mekes him appear to be insane - rather than the.substance of what he L
had to say. Other sequences - his response to a testimonial.dinner, " r\\\
for example, where he sputters and shuffles his feet for a minute or.\
g two ‘before admlttlng to be speechless - seem-to have been 1ncluded
/CZ// pr1mar11y to embarrass McGarthy. " They tell us nothlng of ‘the methods

’
>
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. he ‘used or of the real. dangers his movement represented The fact tHat
A the film has been cred1ted w1th help1ng to turn public bplnlon aga1nst
{,:T the senator just a- few weeks before the commencement of the Army-
McCarthy hearihgs makes it all the more’ 1nterest1ng. The.fllm can
beceome the center of an ent1re unit -on McCarthy and the f1ft1es anq
“in the process help to sens1tlze s;udents to the technlques of - com— ) .
: mun1cat1ng v1sually. e L s : D SN o
There is.a place 1n the classroom for almost every k1nd of . film :

document As those who rummage about ‘in the ruins’of, anc1ent ‘civiliza=., uéggm_

oy
Y}

' tlons d1scover 1mmed1ate1y, some art1facts are 1nherent1y more, ‘valuable T
' than others But 1t almost always depends on the questlons one 1s :u‘
‘!.asklng Dramatlzed feature films may be of llttle value 1n studylng. -
trad1t1onal political or mllltary h1story, but if the framework of a
'-teach1ng unit is sh1fted sllghtly they too can become’ useful. The
famous Odessa steps sequence from Sergei ﬁlsensteln s Potemkln, for
o example, 1s fabr1cated h1story - it never actually happened But the
f11m prov1des dramatic 1ns1ght 1nto what the Soviet government wh1ch
sponsoreg the f11m wanted its people to think and feel about the ' czar
am its’ troops. In add1tlon, it "is a. beaut1ful example of the way in’, .
.wh1ch a fllmmaker can translate polltlcal emotlons onto a moV1ng str1p =
of - cellu101d The mot1ves of Hollywood producers over the. years have
had far more to.do with profits than propaganda but the productlons e
h of the1r "dream factory “can be at’least as’ valuable as the novels of l
a g1ven perlod for help1ng the students to develop a feellng for the. ‘
tlme. - Here agaln, h1suor1ans should take care"to preserve the integrity
‘ " of the fllm asqaﬁwork of art. They should encourage the1r students -to ~
. cons1der the background.of productlon and aud1ence response, and study 'j‘ .
the fllm s v1sual context as well as 1ts surface subJect matter. > In. R
short fllm deserves the same attentlon as you would giveszto any other<
. historical document. - ‘; o _ , o
‘Rather than simply generalize, T;have gone into detail'about
o spec1f1c fllms here to. accentuate the"speclal values of film study. to ) .

\S“v.the h1story teacher. . To be sure, th1s is only one approach, educa-

I,

tional fllms des1gned spec1f1cally for h1story classes can be useful

-y
, . . R ~t
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too. But teachers should become more aware of the vast‘stdckpile of

AR . : . . - . Xu. ‘,

. . o ¥

visual hlstorlcal documents aVallable for classroem use. They can
help teachers generate 1nterest in hlstory while -gt the same t1me

serv1ng to tra1n students and teachers alike to comprehend more fully '

the popular media of the present. *
;
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*The Plow That Broke the Plalns can be rented 1nexpens1vely from many
commercial film outlets or it may be purchased. from the National
Audiovisual Center, Washington, D.C. 20409, for about $70. See It Now:
Report—an, McCarthy is available’ for three day rental at $20 from the

" CBS Publlshlng Group, 600 Third ‘Ave., New York, 'N.Y. 10016, For

further readlng orn film h1story and analyéﬁ%, and their applications
to the classroom see Teaching. Hlstory With Film by John E. 0O'Connor
and Martin A. Jackson, pamphlet #2 in ‘the AHA series "Discussions on
Teachlngf - The blbllographles and llsts of fllm distributors prlnted

thgre merit attentlon.g" : . : . - .




T THE AMERICAN DREAM ON FILM ™ e

o Jemes C. Curtis & J. Joseph.HuthmacHFr

. '. . 4 . AR .

> The purpose‘of this course was to delineate the . characteristic
ingredients traditionally associated with the American national char-
-acter, the Amerlcan creed, and the American dream. These 1nclude
rugged 1nd1v1duallsm, material abundance, competltlon, confqrmlty and
the all embraclng concept of American m1sslon. :The course explored how

, and to what extent the Dream has mater1allzed for various segments of
the Amerlcan populace (1mm1grants, workers, American Indians, Black -
Americans and the '"marginal men on the contemporary scene). The strain,
stress and confllct within individuals and between groups that arise
because of the d1spar1ty between dream and reallty was treated along

* with their manlfestatlons in psychologlcal reactlons, social disorder,
jpolltlcs, confrontatlon and. violence. . ‘

The course content cons1sted of assigned weekly readlng, lectures
and Hollywood feature fllms. Topics for lectures, film titles and read— '
1ng ass1gnments are llsted on the follow1ng pages. .

AN . There were no exams on the course material. Enstead, students wrote_
three papers (5 7 pages each) on the problems raised by the course mate—
rial. These papers were to. draw together the fllms, lectures and’ read1ngs

'1n an examination of a partlcg?ar facet of the Amerlcan Dream. Compar-

- isons" between films- were: encouraged so long as there was adequate sup- -
porting data from lectures and ass1gned read1ngs. ‘

i There was opportun1ty for d1scussion after each film. Attendance -
at these sessions was voluntary A.panel of class members led each

Y

d1scusslon. Those selected as panel members were excused from wr1t1ng
one of the three papers. : - ‘ '

 There seemed’ to be general agreement among all 1nvolved that the
course was a hugé success. Many students have asked that the course,

or another one like it, "be offered aga1n but thus far llmltatlons on
\1

'Reprinted from Film and History, Vol. III, No. -3-(1973): New Jersey
_ Institute of Technoloéy, Newark, pp« 17-19. o o
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istaff T A. s, etc. have not afforded an oppbxtunlty, although both
'1nstructors would be willing and happy to do the course agaln. Papers
seemed to be the best’ method for grading, and although reading and
gradlng them was a:tremendous task for the two instructors and one -
T.A. who ran the course, students seemed satisfied that the method
and grades were fair. Flfty-seventy-stqdents st&yed regularly after
for the discussions which were very fruitful. Evidence indicated that
the students did the reading- a851gnments also, which was gratifying,

and helped disarm departmental critics and: skeptlcs.
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Date:

‘Lecture:

9/5

9/12 ~

9/19

9/26

10/3

10/10

10/17

The 01d American'Greed
Rugged Individualism

t

Peoplé of Plenty

Competition: An
American Fetish

Cdpformity

Nonconformity within

“ the Conformist Mold

The American *Mission

Alexander Knox

//.//

N Readings:. = v

At the Circu!l' u// - ° .

Marx Brothgrs'(l939) ./

Fiim: ‘ ’
e /

b

Potter, People of Plenty, xi-T2

Alan Ladd,” Brandon _ Turner, '"Significance of the

DeWilde ' ' / Frontier in American (1893)
S o // .History" (Bobbs-Merrill

éhane.(l953)

pamphlet) (complete)
. ’ 4' 2 /.
Mr. Deeds’ Goes To Town
(1936) Gary Cooper,
Jean Arthur .

Potter, People of Plénty, pp-
 75-208

Downhill Racer (1969)
Robert®Redford, Gene
Hackmen - .

s

Wyllie, The Self-made Man in
America (complete)

Man in the Gray Flannel
Suit (1956) Frederick March,
Gregory Peck:

Whyte, The Organization Man
(pp. 1-152) :

7o
Cool Hand Luke {1967)

Roszak, The Making of a Counter

Paul Newman, George Kennedy _Culture (complete)

N

T

N

_Gardner, Morgenthau, and
Schlesinger, The Origins of
the. Cold War (complete) ., °

Wilson -(194k)




Date: Lecture:

110/2k  Immigration in
| - Americen History:
10/31  Status Politics_

'11/7  ELECTION DAY~-HOLIDAY
VOTE SKEFFINGTON!! |

11/1k

v

11/21
Culture:: The American
Indian

!21/28 Black Stereotype in
e Pilms :

12/5  The New Black Image

12/12  Merginal Americans

IToxt Provided by ERI

ERIC
¥

The Labor, Movement ' -

: A People Shorn of Its .

)
. ”\

Filn:

L 3

Americs, Americe (1963)

 -‘_Many Immigrants

The Last Hurrah .

(1958)" Spencer Tracy,

Jeffrey Hunter

Readingéfa'.

Handlin, The Uprooted -
(complete)

'Stave, Urban Bosses, Machines,
" and Progressive Reform_
(complete) - . |

NO CLASS~---VOTE BARLY AND OFTEN!!

On The ‘Waterfront .
(1954) Marlon Brando,
Lee J. Cobb -

Tell 'em'Willie Boy
is Here (1970)*
Robert Blake, Robert
Redford

Cebin in the Sky (1943)

Ethel Waters and a cast -

of thousands

. Nothing But & Man. (1964)
Ivan Dixon, Abby Lincoln

i

Grapes of Wrath

(1940) Henry Fonda

\

VL }w '

Chinoy, The Automobile Worker
and the American Dream.
(complete)

Brown, Bury my Heart at Wounded
Koee (complete) .

Curtis and Gould, The-Black
~ Experience invAmerica,
Chaps. 1, 2, 3, L,

Curtis and Gould, The Black
- Experience in-America,
Chaps. 5, 6, T,.8.

Harrington, The Other America.
(pp . 1-170)
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"HOW DO WE TEACH IT?":' A ’PF&) o =
FOR THE BASIC LITERATURE/FIIM COURSE ;
. . Dean Wilson Hartley o
. '
We read a bOOk; We view a'film; co . >
Or do’ we? Should ve? | . - , N

N

_ And if so, how do we bring the two forms - literary and cinematic -
‘together in the classroom. ‘ . ’ '

These two related questions are relevant to university English
faéulty who are seeking broad'new dimensions within the discipline itself,
dimensions as relatively unexplored in the T70's as were, say, American
Studies 20 years ago, or Afro—Amerlcan Literature a mere 10 years ago.

We have little control over the reasons why these questions are so rele-
vant nouf ue can only seek to understand them. . - v

Forces which are sweeping through academe with the: impact of a new
historical Zeltgelst have,,as in the past, altered our perceptions sbout
uhat‘and how 'we teach our literature courses. Once again barriers are
going down boundaries slowly inching back under the pressure of, these
complé& forces. Let me summarize them briefly First,. the tremendous
contemgprary interest in film among all levels ‘of students and all grades
of English and Comparative Literature faculty. Second, the displacement
of the concept of film as a mere "A/V Device" suitable for pious bio-pics,
for illustrating' literary classics With.stiffly—mounted period-pieces,
or for tracing the convoluted sex—life of the paramecium. Third,. fﬁe
burgeoning and - conSidering the variable quality - terrifying realiza-
tion that for the past forty years, the annual average output of Hollywood
film production alone has drawn from 45-60% of its profuction schedule ‘
of "A" pictures- from literary adaptations. :Finally, the availability of '
relatively inexpenSive rental prints of l6mm versions of domestic and
foreign films, With a consequent impact on all four years of the college

Reprinted from Literature/Film Quarterly, Vol. III, No. 1 (1975):
' ~Salisbury State College, Maryland, pp. 60-69.
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currlculuﬁ One' might cite an addenduﬂihere“ the nUmber of fllm study

N d grdups film serles, Subscription show1ngs, and festlvals, each of which

has encouraged its aud1ences to. dlscuss works ranglngvfrom h2nd Street ~__
ke S A
to the Apu Trllogy with - to borrow Matthew Arnold's felicitous phrase - 7

'"hlgh serlousness unlooked for in aud1ences of Hollywood's heyday.

What, then, are the main arguments in favor of 1ntegrat1ng a course

YO - &n film adaptatlon into the college or un1vers1ty Engllsh curriculum?

v —:wp_'_

And what are the problems which 1nev1tably harass .the enthus1ast1oznovice

- as he sets out making the cumbeﬁsome machinery of his hyphenated llter -

i

ture-film unit work for him? In short, where and how do.we heglngto .
;zlstructure the basic course in film adaptation? .
.
o - S IT

_ Before discussing the preparation that such a complex course would
- involve, with its pptentlal for spawning other: related units (such as an
1nterd1sc1pllnary course in fllm productlon, co-sponsored w1th an Art
_Department) and 'spin-offs (such as a campus-wide film series), we "should .
consider the assets of taking on this new kind of. work-load " What- will
'1t do for us, for our students, for the department, and . for the campus =~
1tself° There are, it seems -to me, six pos1t1ve p0551briné}es 1nherent '
in’ introducing the beg1nn1ng film adaptation course on the colle ‘evel.
These assets .enable us to brlng literary works - fl;ilon, poetry, and
plays -~ into tighter focus and into a larger frame than we have pre;
viously been able to manage'w1th ex1st1ng teaching methodolﬂ!ges. There
. are, of course, several problems involved im developlng such a course.
But none of these problems is insuperable, g1ven adequate preparatlon A
by even the rankest coordinstor. o ~ v
Under the head1ng of 'arguments in - favor of developlng and propos;ng
‘;uch a course" we have the fOllOWng}Slx points in favor of linking books . ~
__and'films: the cross-class and cross—discipline appeal of the course
subject; the "excitement" of the film medlum the sense of communal activ-

ity; the contrast of modes; the 1llum1natlon of text by means of 1mage,

TSN
-
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First, the cross—class andJcross—discipline appeal of the~course
subject. Spe'ving from my own experience as a'former. Assistant Professor
. of English a?ﬁ;ittenberg'University, a small (2400), private, largeﬁy
middle-class institution in Springfield, Ohio, I found that my intro-
ductory fllm/literature course, "The Novel on Fllm " held tremendous
'appeal for the Freshman through Senior-class range. Even though the
course was a 135 (Freshman level) offering, it attracted 32 students L
‘when the average enrollment for uch a sectlon whs 22- 25, ‘and of that ( ;
_ graqup, approx1mately 30% were s ndents above ‘the Freshman level. The
pércentage figures are not unusu 1l; one finds that whérever the beginning
fllm/literature unit is established as a Freshman elective, upperclass
enrollment is’ surprlslngly hlgh.l - - ~ §
Second, "“the - excitement of film." "Evenvlmmoblllzed " George

Bluestone reminds us in Novels into Fllnr“”the camera meakes space pliable.

t More s1gn1f1cantly, however, the camerﬁ can move, and its mob;;lty has

3 n2
o enabled it to»cehleve unprecedented effects. The over—powerlng image
of "the screen - whether a wide-screen or dynamlc square?3 —'sweeps awvay
d1stractlons and dom1nates viewer- consclousness. What we see on the screen

.1s vital and 1mmed1ate;(1t holds us as few books can. Furthermore,

., 1

1 The enrollment figures for two subsequent Freshmad—level 135 sections of
film-adaptation courses reveal even higher percentages of upperclass—

© menj; the Fall, 1972 term offering, "American Novels and Plays on Film,"
\'. had solid 50% non-Freshman enrollment, and the Winter term,.1973 sec-

' tion, "British Novels, Plays and Poems on Film" showed a 60% enrollment
of upperclassmen. Of these 'percentages, which are, admittedly, 'roughly
worked out and rounded off, approximately helf of’ the non-Freshman
students were Junior and Senlor non—EngIIsh majors. e

.2 George4§luesfone, ﬁovels into Film (Berkeley: UCB Press, 1968), p. 15.

3 E1senste1n s term, which gained currency in Hollywood in the early 30'
durlng the Russian filmmaker"s uihappy tenure. there., The "dynamic
square" was held up by kost cutting studio heads as an argument

'~ against introducing either the "Grandeur Screen" or Abel Gance's
"Triptych" screens to theater owners. Costs, in the early 30's
would have been Prohibitive 'for 1nstallatlon of such screens, es-
pecially in the wake of <he expensive changeover to sound equipment
‘In American theaters.‘ .- .

: &
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although -we, may put a book down for the purposes of a meal, a t}lephone
'call 'the ;Lthroom, or reflection on what we have Just regad, it .goes against
conVentlon to walk out. of a fllm - the cinematic equlvalent of puttlng
down & book. When we watch a-f11m we do not reflect; we absorb. That
-is, we permlt :Qur consciousness- - the monitor of our needs and act1v1t1es -
"+ to be oVerwheﬁhed by the sensory overload. The screenAstory is an experi- -
' ence 1nvolV1ng eyes and ears - double the sensory input we get from read1ng ;
f :" literature. The sheer slze of the screen itself on which th;“ﬁi;ué ry unfélds’,
S1xty t1mes larger than life-size, surrounds and engulfs us; in passive

. ] . (

contemplatlon of its act1V1ty, we lose our own 1dent%ﬁ1es. N

Third, "the sense of communal act1V1ty.v he film breaks the one-to-

" one ratio between the student and his book or th student and the teacher

; dﬂscussing'that book. A cinématic adaptation of' novel, poem, or play
e 1nvolves ‘a whole community of catechumens. It becomes a shared experi-
ence-1n whlch our reactlons .are ant1c1pated, programmed and unleashed
at key p01nts by means of fiim technlques and ed1t1ng rhythm in almost
.metronom1c fgshlon. One. may demonstrate this effect by synchronlzlng
Bach's "Tocatta and Fugue in D M1nor"/6,th the Lincoln Assassihation .

- (Ford's Theater) sequence in Griffith's ‘Birth of a ‘Nation. Frame for frame,

the sequence duplicates the carefully controlled compleX1t1es of the Bach
work for an overwhelming impact on’ the viewer, unltlng him in a slngle,.
sharedcrescendo(Df emotlve response comparable t¢ the effect elicited by

. Bach aﬂone,‘ln the concert hall.. The audlence is drawn ‘closer to the
experience belng represented than it would be during a,classroom discus-
sion;” therefore, it collect1vely comprehends the. nature of that experl—-
ence with wh:t may bg descr1bed as a mass consclousness twenty, f1fty,
.or a thou and .pains of eyes and ears function better than one palr.;
Furtherm e, one learns from'watching | 8 film because others respond;

v 'the senses are sharpened by prox1m1ty and unanimity of response.

The responses of . the group are 1ns1ghtful and instructive; sharing the com="

/ .

munal experlence in the darkened theater classroom, or‘audltorlum the -

ind1v1dual absorbs the sense of the work at a much faster rate than he

:

does Whlle merely read1ng or d1scuss1ng Nt

\\
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.:fourth‘ "the'contrast of modes." Fictional, poet1c, and dramatic ,
narratives use time chronologlcally, historically, and psychologlcally,k
as do film narratives. But llterary narratives are hampered most often
by the necessity of mov1ng forward and backward in time, with the con-
sequent use of relat1vely ¢rude techn1cal devicek to enable’ the reader (or,
in the case of plays, ‘the viewer) to follow the transltlons in the story
line or character development. In #eading, eyes move across- the-page,
"left to rréht then drop a8 llne -and repeat the process, as if the brain ‘
‘were a typewrlter -'which it is not. On the stage, scenery is sh1fted,,
the curtain rung down between acts, and delays - called conventlons -
d1ctate the interruptlon of the :%er line and ‘the fragmentatlon of

communal audlence consciousness. Film narrative moves not only 1n the

continuous present, hut, more important, continuously. We have a sense
of the passage Of:time, but we, the audience, are always "in.the present
day" because the film transposes the t poral n rrat1ve of thé period .
novel such as Gone Wlth the Wlnd or Pr1de and P Ajudl into spatial and
v1sual terms. Our eyes, decelved by the illusorxy thf§%Sélmenslon of the

-screen are constantly focuss1ng and refocussing on' 1mages which not only
move - unllke the words on a page - but alter radically in size - unlike

‘the sets and characters on a stage. Thus, we are totally absorbed by a

fllm as we absorb it, w1thout being aware qf part1c1pat1ng at all,. vWe are .

not, therefore, pass1ve readers of the one-dimensional page before us, but

denizens on the screen 1ts_~f

, Fifth: "the 1llum1natlon of the text by means of the image." The :

film condenses and>1llum1nates dlfflcult themes and passages for. the
literatyre student by f1nd1ng the equlvalent cinematic tropes for par-

'_ tlcjlar states of emotlon, descr1pt1ve metaphors, and sub-verbal themes.

The use of the range of camera angles - pan, close up, med1um shot, 18“@

shot tracking shot hlgh and low angle shots - enables the fllm—maker

* to emphasize the content o£,a scene objectively or subjectlwe1y, def1ne

‘ point of vlew, establish tone delineate character, and through\the

-use of rhythmic editing, or montage - determine the pacejof the action.'

-
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"One picture is worth a thousand words': the cliche is given new llfe
when one considers the fact that a page of description of Rebecca s beach

2
house in the dquMaurier novel was condensed .by Hitchcock into one s1x—

second 360-degree pan around the,deserted cottage in the film verslon.

_ - Bixth: "the use. of film as g catalytic agent. The film 1s, finall
Aan incomparable catalytic agent. t med1ates between the varlety of realjty
= the multlplé;ang overlapplng views of the real world as we knoy 1t - an
the orderly, aesthet1cally satisfying, but art1f1c1al'approx1matlon of that

world that we find in llterary works as formally and substantlvely diverse

as Tom Jones, Suddenly Last Summer, and The White Clifds of Dover. As

Andrew Sarris has noted in "Literature and Fllm," film "gsinot only impure;’
it is incredibly promiscuous. Its range is:nide;_hut its attention span ,
is brief. At its best, it translates surfaces into essences."h The indi-
~vidual work of fiction is considerably less promiscuous;'its range is
narrow. limited by.the consciousness and preoccupations of the githor - and
still further by those of his ‘characters, but its attention s "is as
flexible as _the reader's.g By the vefy.objectivitygof the film medium, a
movie presents the most subjectively treatad material of a'novel‘such as
Ulysses with a singular absence ®f commentary. We. are not told or shown’
what to thini’or how to react by a film as we are shown or told how to '“
react by the novel - and to.a lesser extent,.this statement may be applied’
“to film'adaptatlons of poems and plays as well“ We must read - -into the

S film its meaning. The 1lf%m1natlon of a fictional text on the screen in-
volves Our passive paf¥1c1patlon and our deepest emotions on a level un-
paralleled in the experience of reading fiction. We put into a film what

we get out of it; thuslye'"read“ a literary work on film more fully than

we do the printed text itself.* » .

-

.h Andrew Sarris, "Literature and Film," MMLA Bulletin (Spring, l97l) p.1lkh.

¥ Final sections of thls article have been deleted For complete artlcle
.see 7ference p- 39. ’ -

by

s

v



i ]

PHILOSOPHY AND FILM
Jerry H. Gill

_.There are at least two reasons which Jjustify an-exploration of
the relation between philosophy and film The first‘is that film has
become an exceedingly important cultural phenomenon in recent years, -
both as-an art form and as a social catalyst. Thus théte arises a need

for a philosophy of film Within and overlapping the traditional fields-
of aesthetics apd social philosophy The second reason is that film 1S
most likely the primary- "literary" background of today's college and
'univerSitj students. As it has become appropriate to examine philo-
sophical ideas ‘in literature, so it 'is now becoming. appropriate to
T explore philosophical issues connected with film. lndeed kfor those
who are interested in teaching philosophy in'a wai‘that brings it home'
to contemporary students, suchzéﬁplorations are more than appropriate,

~

. they are necessary. . ,
For several years now . ave been offering courses which dpal With
the work of Ingmar Bergman from)a philosophical perspective. It may be

by

that others can profit from an account of the dynamic of this endeavor.
"I shall begin-by introducing a three-fold distiriction among the dimen-
- sions of a fi , and then proceed to a suggestive exploration of the

philosophical issues uhich relate to each of these three dimensions.

A

shall try to include some guidelines for understanding and discuss1ng

.~

films per se, as well as ideas for approaching them philosophically.

, 5_ ‘OccQ51onally, I shall refer to a,Bergman filn by way of illustrating a
point. Hopefully his films are well enough known that this will prove

' helpful ’ : k t .

To begin, it is(helpful to think of filmé as haVing threg dimensions
of meaning: the perceptual, the dramatic, and\ the metaphoric. Because
of the Widespread influence of film as.a form of story-telling (in movies
.and ‘television) and because the everyday world fp/usses on people and °

ev. nts, our initial and too frequently_our.entire involvement Wlfh‘&

‘.Repriqfed from Metaphilosophy, Vol.‘B; 1977: SUNY at Albany, New York.
/ . v ~ :
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" film is in terms of its dramatic dimension. In view_ of this fact I

find it imperative to begln the phllosophlcal exploration of & fllm by

- the perceptual dimensiop 7~ For not only is the dramatic d1mens1on caus-

ally dependent upon the perceptual, but so very often the s1gn1f1cance
of the former can only be\brought to light in relatioh to concrete per- ;_

ceptual observatlons. Thejwetaphoric dimension can best ‘be treated

after the other two‘dimen ions. It should always be borne in mind that

while the analys1s of & film must necessarlly be sequent1a§}~the exper1— '

encing of a film is slmultaneous and holistic. Thus, the erall 1nter—

pretatlpn must have a reciprocal- dynamﬁc wh1ch moves from the whole to ]
:the parts and back . to the whole. .
" o : I -
It is often fru1tful to begin a d1scusslon of the perceptual dimen-
sion of a fllm by ‘asking’ the part1c1pants o share domlnant and cpucial

images, sounds, an® spatial and temporal P tterns Jhlch they experienced.

This overcomes the natural grav1tat10n toward the dlalogue —- and helps
us see the film as a fllm~—— whlle at the e time prov1d1ng a’*toncrete
. context for interpreting the dlalogue C - e - .

A slleable colle ion of such observations ,on the blackboard, perhaps
arranged accord1ng tJiZ pattern which’ 'suggests 1tself 1n the collectlng

process, prov1des an excellent base for further exploratlons. Next a- - ~o_
'cons1derat10n of Such perceptual features as camera angles (pans andfclose—
ups), motion or 8peed, use of color, and editing technlques (Spllt screen, |

cuts, fade outs) is in order. It is surprising how quickly these sorts of "

_ observations can be gathered and how ‘much improvement-takes place in-the

student s ablllty to see and hear a- fllq_as more fllms are experlenced ;

N . X ~ \

and d1scussed. s ) S, ‘ .
There are many p9&losoph1cal 1ssues whlch can be brought to the

" fore during a dlscusslon of\a fllm's perceptual d1mens1on. As might ﬁe

.expected, many of them center”around epistemological . questlons, such as.
the rellablllty of the senses The postures of Plato, Descﬁrtes, Berkeley,.~

Hume, and Russell can be brought 1n to help” focus the 1ssue? Bergman s

Persoga is especlally r1ch in perceptual detail and in crucial scenes it s
) * L / o ) .
o . ' - : \
. SN
. ue e -/ .
~ .. L R
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btradesron sensorylambiguitiesf Thrbugh'aﬂEiaQETDarkii.sisb provides a

point of departure for Questionskof who seeswand~hears what. In addition,v
the implications of_the dominance’ of the visual image:in.film;.asvwell‘
“as in the history 'of Western thought, may well be worth discussing."More—
. over, the debate over the structure of perceptlon itself, whether one
; perceives’ wholes (Gestalts) or parts (sense data) can be worked in at thls

Juncture aiggell i_ SR

A larger issye may surface at this” level of dlscus51on, namely the
nature of the relatlonsﬁlp between the perceptual d1mens1on on the one.
hand and the draﬁatlc and metaphor1c d1mens1ops/on the other hand. How
Poo-is 1t that we dlscerh the more complex dimensions of a fllmlslmply by be1ng
exposed to certain sensory 1mages° Is it by 1nference, as Sheflock Holmes
bunravelled a. mystery by collectlng and rearrdnglng clues in: h1s.m1nd° Thls"

) is the standard. posture of modern phllosophy, be 1t emp1r1c1st or ratlo—'

.éé " nalist 1n character. Or do we d1rectly 1ntu1t the r1cher sdgnlflcance'by .

‘.fmeans of . some speclal eémotipnal. and/or aesthet;c)papaclty° Perhaps the

i; v;ews of Bergson 4molstoy,‘§nd Langeﬁ!would be relevant at this lent.--Mw

s

0wn v1ew . that the more complex d1mens1ons are medlated ln and through the
less\complex usually gets some exposure hereJ\but by and large a more

%
thorough dlscusslon of thls 1ssue'must<%e—postponed unt1l~the other two

.8

*fl' ~ dimensions of the film have, been“1ntnoduced. o _ _

' Flow1ng out of such ep1stemolog1cal cons1derataons as these are certarp
metaphyslcal questlons. The part1cular nature of the work of the photog—
rapher and the editor 1n creat1ng a fllm ra1ses Some- crucxal questlons

~ about -thé relatlonshlp between reallty and appearance._ Spec1f1c technlques

are used td underllne or contxadict certa1n other aspects ‘of the fllm -

1JA.l ‘sometimes those of the percep:e\i d1mens10n and somet1mes those of the other .

5 tﬂﬁ»dlmenslons ——vﬁnd 1t is wqrth cons1der1ng whether and to what extent

thls same. phenome?gn ‘may not occur “in our everyday experlence, thus sug-

‘ gestlng 1mportant dlfflcultles 1n ascertalnlng what is real The rela—

._ t1V1ty of perspedtlve ‘and emphas1s, along w;th the poss1b111ty of inter--

Subjectlvity.overcomlng the ego-centrlc pred1cament (sollpslsm) are

‘1ntegral at this p01nt. 'ﬁﬁe can also raise questlons about the cr1ter1a

o

~

to be employed in dlstlnghishlng between reallty and- appearance, flrst 1n

- R
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the film aﬁd then in everyday life. Idealism, materialism, realism, and '
pragmatism relate naturally to such discuss10ns. Here again Persona is-

n/‘relevant, as 1S Cries and Whispers, because they both involve highly complex

rs

camera work'and editing. ‘ . ) .
The above metaphysical excurSions lead direculy into K cons1deration
} ' 4 “of two central concerns in the philosophy of art. The ,Jfirst has to do with
the relation between art. and illuSion. There are those aestheticians, such

as E. H. Gombrich, who argue that “the essence of two-dlmenSional visual art

L:( lies in the creat}on of the illusion that material reality is being rep-
resented. Some contemporary painters and film-makers, on the other hand,
would contend that Visual art: creates its own, indEpendent ‘real world.

) Both of these positions differ from the claSSic imitation theory of‘art
whether in itd representational’(Pl to) or presentational (Langer) verSiQn.

The second concern pertains to %he relationships among the various

} fA art forms and/or media. To what extent do they participate in common . ,:
" - elements? What are their distinctlve features? How does\film relate "._- ;};
e to pa1nt1ng, drama, ahd literature, and so on? Arnheim once argued for’ +

instanceé, that film as an art form died when talking was introduced, Since
this led to. st)ry-telling movies and put an end to artistic experimenta— ’
a&\oh in film. It can be maintained that while this maylhave been true‘for o
= . a while (although the reVival of Fields, Bogart, ‘and Howard Hawksramong'

[ R

film connOiséeurs would militate against even this concess1on) it 1S no
. longer the case. . The ris1ng 1nterest in art films and experimental films
' oxer, the past twenty years would seem toqnegate Arnheim's pOint. ‘
‘\K.Finally, before leav1ng the perceptual dimenSion it may bdihelpful 4
to indicate some of the’ ethical issues which pertain to this level of
R | exploratbpn. Related to the questions about reality and illusion are’
t& . ~5thos%\:av1ng to do with the film—maker s responSibility to the’ Xiewer. ‘
First\eff, .is. there any such respo<iibility at all’ ‘If so,~in;wﬂat does
it cons1st? It might be contended hat the artist's only responsibility '
- is to his own VlSlon and to his medium But is not “the determination ’
g'~of how well this latter\responSibility has been met in part the respons1- .
billty of the viewers? Even grantlng that'film traffics in illuSipn, are °

there not moral distinctions that can be made between various uses of

. - . e e :Jv / .- hen . S . “.' V o M

.
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1lluslon? And what of the viewen's responslblllty to the f11m—maker°
‘Must she/he only _pay her/h1s ney and’ passlvely submit to the film, or |

.can. she/he be expected to brrﬁg somethlng to the film as well? Bergman s

The Magician ra1ses questions about responslblllty and art, both in 1ts .
| techniques and in its content. _ o L (// v '

: .o : : “,;__II“ ., T : )

’ ) W1th the foreg01ng information and discussions? on the table it is:

- posslble to move‘%b“an examlnatlon ,of the dramatlc dlmenSfon of the film ‘ '
~in questlon.‘ Once again it is adv1sable to begin with concrete observatlons,
" this tlme about such things as the use ‘of space and tlmlng 1n the scene -
- : structure, dialogue patterns, and ba31c facts about ‘the story llne. Often
1t makes a great deal of d1fference, for instance, whether scenes take
" place indoors or outdoors,_whether they all take place in roughly oneé : R
setting or involve: varlousbforms of travelling, and whether or not. the
» 'd1alogue carries any essentlal 1nformatlon or. especlallj s1gn1f1cant 3
- ﬁpatterns. The SllenCe focuses nearly all these issues. 1In it there
is a strong contrast between 1ndoors and outdoors, a Journey through an

v unnamed - country, and almost no sound track., ‘Each of these factors_makes

~\ ) P strong contributlonrto éhe film's ‘meaning. . . j'
Next one can share observatlons about -the ma1n characters, the struc—

ture of the plot (alternatlng patterns,,cruclal turn1ng p01nts, cllmax,

e ), and overall tone and effect. Both Cries and Whlspers ‘and The

Seventh Seal are strong on character typologies and dramatic development.

' At this Juncture thematlc and psychologleal factorg begin to emerge and

‘1t is "portant to keep them focuseﬁ on the film itself ‘and reserve the -

' disc sslon,of their symbolrc s1gn1f1cance for 'a bit later on. Nevertheless,

E the el t1cular-aspects of thg film's characters and plot must be examlned
and clar1f1ed.. I find 1t h ful to dlagram the ma1n relatlonshlps among
"the. characters and the overall development of the plot on the blackboard
To try&to grasp these basic features in some simple schematlc form gréatly :
enhances the d1scus51on.f. ‘ ‘ o

v Often the treatment of these elements leads d1rectly 1nto a considera-

tien of .ethical questlons. One of the key moral issues frequently arlslng
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in films is that ofvdetermining responsibi}ity for therspecificibehavior ,
and/or‘personaiity patterns of the characters involved...Theidelineation
of individual responsibility‘calls for some discussion of the apparent
dlfference bétween causes and’ reasons when expla1n1ng human actlon. At
_the sgme time theﬂage—old problem of freedom and dete atlon usually

T 1-Ix-nilponéi"raility .

manag to crowd L;s wey 1nto any d1scuss10n of moral

Here Wlld Strawberrles and Passlon of Annsg come 1mmed1ately to,mlnd. .Both -

seek to trace personal responslblllty within the network of human rela-

,tlonsh1ps Both~11ngu1st1c analysts\(e .g. Melden, Ryle, Malcolm) and exis- ;
tentlaiists'( tre, Nletzsche, Camu s have a. great deal to. say about;yhe 2
former quéstlon, whlle the recent debates 1nvolving Sklnner, et al usyally.

enliven the treatment of the latter questlon.

,~\Sj - Another related theme is thathof arrrVing 45 aaworkable standard by

means of wh1ch to establlsh the rlghtness or wrongness of‘h glven act.

' Theqstandard eth1cal theor1es can serve as a soundlng board agalnst wh1ch

to compare the conduct of a fllm'S characters.;‘Here too the questlon of
‘& definition of "the good: Tife" becomes ‘viable. In all such discussions ’
the fdcus should be on the concrete events and personages of«the ﬂulm 1nr
questlon and only secondarlly upon the. vaéws of the film—maker. :

A questlon wh;ch forms a brldge between eth1cs and’soclal phllosophy

"1s that of obscenlty- The determlnatlon of the meanlng of "this notion in . -

-

relation to the partlcular film under d1scusslon nay wéll be worth pursulng.
Comlng from the other side, the ‘questiodn of the Nl&blllty of censorsqﬁp in
a soc1ety is as tlmely ‘as it is perennlal and there is ' a wide var1ety of _

traditlonal postures and llteraté}e avallable, from Plato through Len1n '

: and Mill Mbreover, there is a whole host of contemporary d1scusslons of

the subJect, especlally among llterary artists and cr1t1cs. A1l of this

usually leads-on e agalnvto,the_possiblllty of cons1der1ng whether Or not-

an artist'has_a esponsibility to. society or~whether her/his only respOn-

v sibiiity'is to tn ~In their content. Hour of the Wolf and Shame deal S f

~directly Kith this problet. . = . : ‘
. ~ Anot ain field of'phllosophy is 1nextrlcably bound uﬁ/wlth a

cons1deratlon of . the dramatlc d1menslon of a film. ThlS is the field of"

oo . . .
Al Y



T o A
- metapl:xysics\l ‘Perhaps the'most obvious point’of cannection ‘is the world
a7 views that are emBpdied in the actions .and utterances,of the main charac-
4 ters. Véry often the characters in a film tend to represent various types
* or postures vis a vis the world around them. These postures have definite -
metaphy31cal 1mplications concerning which aspects of experlence are the
) more real and w Moreover, ‘the interaction among the characters and
) the overall dramatic developﬁent\of the £ilm may well express a part1cular
metaphysical point of v1ew regardlng the nature of reallty and appearance.
Lines of ¢ nnection can be: drawn between these postures and points of view
and various standard metaphysical positions. The same sort of poss1b111t1es
‘are avaiia e with respect to various approaches, to knowledge that might
~be embodi in the 1nd1v1dual characters or thg film as a whole. The
»; Seventh S:zi4ﬂylth its dialectic between the knlght his squire, and the

holy family, is a class1c ‘in th1s regard,

-

/.

v Frequently in fi there is 'a great deal done w1th the relationship

between fantasy and eallty Often dreams take on special significance

_and there may even be cases where the Aemembrances and 1mag1nat1ve pro-=

-"Jections of key rsonages aré‘extremely 1mportant. These phenomena raise i
.guestions'about the viability of our normad distinction hetween reality

. ‘and fantasy or dreaming, qdestions which are worthy of exploration and
‘toward which there is a w1de variety of philosophic attitudes. Wild'

- Strawberries and Cries and Whispers have a number of crucial dream and/or‘

‘fantasy scenes, ‘as do Shame and Hour of the Wolf.

The above discussion leads into'philosophical psychology and related
issues in this field are those of personal 1dentity and the problem of
other minds. One of the more 1nterest1ng and complex features" of contem-
porary film—making is the attempt to portray both the behav1or.and the’
consciousness of the. main characters. This, suggests the many and dlffl-
cult problems surrounding the notion of selfhood and the. relationshlp
between mind and body. Here again many standard phllosophic p01nts of
view become relevant, as well as thosé of such- cdntemporary'thinkers as | .
Ryle and Merleau-PontZ§ It may even be that film-makers and the phenomenon _
of film itself may contribute valuable 1n31ghts 1nto these problems. ,ane

. aga n Persona comes to mind as a penetrating study i the'notionpof
‘selfhood., N ‘ v ° o - fh |
"‘@4 | . P | C | 5‘;1 . . )
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One final matter. Many fllmé, e1ther dlrectly or by 1mpllcation, ”//

touch on religious and theologlcal questlons. Sometlmes the characters,
events, and/or dlalogue are overtly about such 1ssues, :while in other o
films the notlons of God faith, the church and the 1like are conspicuous
by their absence.. The domlnant thEme in many contemporary films 4s that
“of cr1t1c1sm or 1nd1fference toward religious concerns. As in most cases,

. however, there are ser;ous phllosophlcal questlons that ,can be raiseqd N\

: about the v1ab111ty of the domlnant or popular V1ew. It cap—prove valu-
able to examlne the sorts of reasons a f11m offers for _the posltlon or }'
tone wh1ch it expresses; .whether they are- psychologlcal, soclologlcql,

- sc1ent1f1c, or philosophical in nature. Néarly all of Bergman s "middle
period" fllms-—— The Seventh Seal, Through a Glass Darkly, Winter Light,

~

e e gmds The’ Sllence - deal with- theologlcal issues. * Somewhat’su)prls!ngly
he, returns to these themes in a very recent work, Cries and Whispers..

w - . i
j : L - I | .

v

. When the first two dlmenslons of a film have been 1ntroduced and

explored it is poss1ble to move to the metaphoric d1mens1on. Hopefully

3

the prev1ous d1scusslons Wlll provide: both ‘a2 stimulus and/a tether for,

L4

n,of a give® film. For
,ﬂfseek deeper and broader

. the consideratlon of the symbollc ‘signific

. ‘two extremes .need to be av01ded , ¥he ref
X »

meaplng in the film and the tendency to engagé.in. ungrounded speculation.

ek
ﬁ{?ﬂ: Thoseifamillar .with the pr1nc1ples and problems of llterary and dramatic -
g;f‘lrﬁg 1nterpfgta??on Wlll be 1n a favorable p051t10n at th1s ‘point, but it is

1mportant to remember that 1n add1tlon to having thlngs in common . with
these_ twg_axt_forms, f11m also must be* understood as a v1sual art. Further—
, more, its most unique character1st1c is its use of motlon, Thus, the task
N of film interpretatlon may well be the most compllcated of any art form
ﬁ@ f My own r e of thumb’ has been to view the symbollc posslbllltles of
a f11m as partaking of metaphor 1n extended or story form, ‘or as parable.
This approach tends to av01d the temptation to give an allegorical inter-
_;pretatlonrof every f11m on the one hand and a surreallst interpretatlon
B on the ther.hand.l of course, there arelfilms which should in fact be
interpreted as allegories and surrealism,.respectively. But the case

‘must be made for viewing them in this way. A parabolic-interpretation
a f£ilm works within the framework of metaphor in that it sees -in- _ .
| C 52 - : - LT
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. the £ilm (and the fllm-maker) is saying about llfe from the dramatlc

' metaphor in story fbrm, has the advantages of increased vivacity and the
‘'simple metaphdr:. Nevertheless, it must be borne in m1nd that a para; g

-essentially has but one major p01nt to make. In my oplnlon this is- thezmga
. e . : ’
-best way to approachgall. of Bergman's fllms, even his most recent andaif

into its world and to thereby prov1de vivid, vi&arlous experience. As

R lc - e ,: .A, o . \ . L x R ;'-.‘ . . - N.\

the film the possibility of light being cast upon a specific aspect of ‘?f
human existence when the two (the film and the speclfic aspect of humap .
life) are brou.ght into interaction #ith each other. A parable, as a

presentation ;? a greater variety of facets than can be achléVed w1th f~

seemingly straight-forward Scenes From a Marriage.

Studentﬁrusually grab on to the psychological, characterlstlcs of
the personages in a film and extend them as symbols of certain ways of !
being 1n the world. Then they proceed to draw conclus1ons about vhat .- (

development of the film. While this would’ seem to be as good a place . BM%Q

as any to begin, care must be taken to ground sucszgxes in the."stuff" S
- !
of the previous two dimensions of the. f11m The scussion of such

passibilities provides an excellent occasion for the" discussants to probe

their /own life styles and moral postures. Once again the questlon of

“ethical responajbility will come tb the fore. : .

Perhaps at th1s point it would be well to mention that one of the ’ ~
chief and most powerful aspects of film is its %blllty to draw.the viewer’

with the theater, and to a lesser exterdt with literature, film allows
therviewer td indwell other life styl's and ex1stential perspect1Ve8
and to thereby: probeahis/her own llfe'in a deep and challenglng manner. —
To put it sllghtly digferently, film often raises issues hav1ng to do “
with 1pe basis o¥ human existence so fgrcefully that the viewer 'put_ .
under heavy pressur;,to evaluate h1s/her view of life. Thus the natural
congruence between film as an .art: form and’ phllosophy, wherein "the
unexamined life is not worth llving..

1l of these consideraﬁ"ns bring to the surface a crivcial issue in .
the pﬁiﬂosophy of the dramatic art§ Slnce the time of Ar stotle 1t has o
been common to.think of the purposeqﬁf drama as prov1din embtlonal release

.
. ’
RS ]

53 : .



oo T N

—_ e em g e e e e e o - . [ B 4,\ .

(cathar51s) for the v1ewers. 'In ;Fcent years it has become more popfilar
to think of the dramatlc a{ts as .a vehicle for the artist to express his/
her feellngs. The Marxist positlon is that all the arts ought to chal-
lenge the viewer to a better embodlment of the 1deals’ of the state (or
of the revolutlon). Another recent view is that the dramatic arts should
be thought.of ﬁs providing a dialectic prod for the self-exploration of
the-viewer. Each of:these approaches"can be profitabply discussed in
' terms of its appllcatlon to a giventfilm. BN .
One final matter merlts attentlon. The queséloﬁ of the parabolic
character of the. symbollc dimension of film calls attentlon to an impor-
tant- eplstemologlcal problem. As I 1nd1cat€d in the first section of
th1s essay, it is orth d1scuss1ng the exact nature’ of the process by
means of whic¢h ‘'we move from the partlculars of the perceptual d1mens1on
to the "middle ed" phenomena of the dramatic d1menslon, and then from'
both of these 03350 the metaphor1c dlmenslon. Two of the more’ common
positions are that we make this more by 1nference and that we do so by
some form of direct 1ntu1tlon. My own approach has been to develop the
notiom of med1atlon as a richer and more holistic ep1stemolog1cal model
;for,understandlng varlous forms of cognition. Fllm.analysls provides
'excellent opportunity to explore how the significance of more complex .
'dlmens1ons7are medlated in. and through ‘the less complex, rather than
_being inferred or'intulted S A
) The elements of the perceptual dlmenslon are brought together on
a richer level around a meanlngful Gestalt by means of an integrative
.cognitlvq'act. In.the same way, the elements of the dramatic d1mens1oﬁ
are integrated into -a richer meaning in the symbolic dimenslon. Only
- this way of conce1v1ng of the dynamlc in questlon Ffits with' the parabolic
,model introduced earlier. The significancé of a parable is not grasped
by an inﬂerential process, nor is' it helpfully thought of as essentlalty
'mysterlous or 1ntu1tive. The log1c of parabollc understandlng is that. of
engagement and 1nteractlon, whlle the loglc of inference 1s obJectlve ool
Fanalysis and that of- 1ntuitlon is complete 1dent1ficatlon or union between

>
- E
~ . .

the knover and the.khown. I i L
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Although this 1s not the place to defend the nbtlon of med1atlon, it

. ~remains the case that this is an important and interesting issue which
}flows naturally out of a d1scuss1on of the relatlonship betveen the three
dimensions of film. Perhaps enough has been said to give some indlcatlon

- of how philosophy and\fllm can be brought together in meanlngful encounter.

. R . Practlcal Informatlon and Suggestlons :

I have found it frultful to focus exclusively on the fllms of Bergman,
but there are othenhfplm-makers, such as Fellinl, Antonioni, Wells, etc.
whOse work is well worth explorlng. I scheduled the e&ulvalent of one %
‘Bergman fllm every other week in the semester. We v1ewed each one gnce in
c%ass and showed it onceias an all-college film. One could work with
fever. films and/or with 1mportant commercially shown fllms dependlng on
thelr availability. Instead of hav1ng the students,buy several books of
screenplays, criticism, etc.,pI have them ‘buy onl& one bopk on £ilm and
.one on Bergman. I then charge a $10 00 film fee to‘each person in the
course and-this usually guarantees about $500 ‘00 to work wlth One can
¥Nso ask for 50¢ donatlons at the all-college show1ng. - 2 -

' Tt has been-helpful to schedule several lectures by colleagues who
can offer insight 1nto fllm and/or Bergman and I glve a few on ‘the.--nature
;of phllosophy, ete. It 1s, of course, 1mportant to keep the discussion
groups fairly small =- and to discuss each’ frlm at least twlce (once after
‘é235ach v1ewing is preferable) .In the dlscus51ons I touch on each of thej//
three dimens\ons of «each film, but I try to llmlt the number of phllOS ph-

ical issues we discuss. Others can be taken up in connection with other.
j .films. Idea.lly'certj ‘

<) e X , - : \ ; |
i : provided by each film. - ~ R o . I

in issues will surface:naturally within the context
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ANTHROPOLOGY AND FIIM _
The Social Science Implications of Regarding Film as Communication? ;

° .
. ’

. . : Jay Ruby
L ’ v .

-«

Film study and instruction in- production has, by and large been
concentrated in -the arts and humanities in most American universities.
This is a logical place for such training if one assumes that film is
'excluSively en art form. Viewed from this perspective, soc1al scientists
are. onf' able to denl with film as one manifestation of, the aesthetlc
output of a culture that is, whth.the study of art.

However, one can regard- film as Worthl and others hagre suggested
adea technology and medium- of.communication which contains articulated
s1gn—events constructed and organiéedlby makers, or-in the wvords of my -
own discipline, anthropology, as a culturally specific symbol system

: which,can be'employed in,a variety of ways to make statements about the

. world. *
. i

' Once. film is placed in this communication framework (whicgbincludes

» . film as art) other perspectives.are reyealed which suggest that film can
" ) be utilized in three ways within the social sciences: film can be studied
as a datum of behaVior, that is, for what it reveals about the sociology,
psychology, and anthropology of the makers; film can be used as a tech-
nOlogical device to generate data on human behavior which can ' be subJected

' to a vjriety of scientific analyses, and- film can be utilized as a medium

o for thé presentation of social science research findings and theoretical
. statements. L, '
. - : - o7
3 " ;T
. The Translation of the Idea into :}Eurriculum : o .
I . ‘-:' N 3 . ) ’
LN

For a number of historical reasons, anthropo}ogy is probably in the

best position tﬁ’tn?nslate the ‘abeve ‘assumptions inta a curriculum (cf.

v

1Worth -Sol: "Film As Non—é§t " Americ Scholar& (35) 2:322- 333 1966
- AT

Reprinted from Quarterly Review of Film Studies, Vol. 1, No.'h (1976)
' Redg?ave Puinshing Co,, PleasantVille ‘N.Y., pp. h36 hhS "
“ # . R e . . [y
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DeBrigard 1971 for a history of anthropology and £ilm). " While it.is not
possible to discuss all of the factors, it“should be pointed out that

-

anthropologists have been using the mgtion picture. camera ever since hg

1896 (Regnault 1896). Since that ‘time, it has become commonplace for
anthropologists to take pictures - both'mOV1ng and still - as part of
their field work and even more common for anthropologlsts to use films
- .in their teaching. ' Therefore, a visual anthropology is in a more de- -
velOped stage when compared’ to similar movements in sociology or psychology
Out of this tradition w1th1n anthropology, a particular curriculum .
_,Kés been Heveloped at Temple University Nin Philadelphia. The teachi‘ of
i visual anthropology at Temple has two larger contexts which, to sofa:'@zg ’
degree, define and give a specifi; focus to the training. The first is
a departmental philosophy of graduate educatlon, and the second is the
fact that this tralnlng occurs within a program of graduate studies in
culture and communication. . -
Graduate education in anthropology at Temple is based .on the tra- ; o
ditional)asﬁumption that anthropologists should have.a foundation 1n all
areas of their discipline - linguisties, archeology, and cultural and '

.

hysical anthropology Only after successful - completlon of general cop~
prehensive exams are.students encouraged to speclallze. Students with an

' 1nterest in film pursue(thelr SpeCl&lltY{fithln th@ broader context of
the culture and communication program. 5 -

The program is designed to tra1n.students of anthropology who wish
to study various modes of communigatlon in a cultural context. The basic
assumption underlying the program is that all-eoﬁgunicative, interactive,
and expressive forms of behavior are legltimate subJects of anthropo-
logical inquiry ’ ] . ‘ 2).. (, .

L The approach to culture and communlcatlon proéee&s from a particular
viéw of both culture and communication. Culture 1s'seen as a symbollc
system which is generated by‘a set of rules shared by members of a soc1ety,/

These symbols are spcially defined and hence, communifﬁtrwe in nature and

L function. Furthermore, the symbols can only‘be analyzeeiﬁhen ‘both their ¥
underlying (generating) ules and their soc1al contexts anf cons1dered
.y : - ‘ ' . - P A ,.r.
- ) 57 ~ . =
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_ Sinbe e - ication is viewed as ‘the use of codes, (i'e., culturalhy .
d—ei‘ined pat‘:!:nof symbolic behavior) in a social context, the analysis -
of communication systems and events suggests . 1tself as a logical approach
to explicating both the underlying rules of culture and the social contexts
_ of symbolic behavior. - - "4, : S
/ AN ‘ - It should be emphasized that our. commitment to the study of the ways
\ , h people communicate 1n living situations and our 1nterest in developing
. " communication model§ for anthropological studies Involves us in two o ;~
8 /segarate though related, enterpr}ses. _The first leads us to ex?mine )
all the vanious modes'of communication within single cultures and across
N cultures,'and requires us to'understand verbal and visual communiéation
in-sOcial'contexts. The second leads‘us to‘see'cultural systems as sets
’ of rules that permit the exchange of symbols. Substantively, the first
enterprise leads us.to study areas such as linguistics, v1d1st1cs, dance ’
and ritual ‘while the’ secdﬁd requires that we think of all culture as
'some kind of 1ntegrated set ai circuits for the exchange of messages.
.o ' In dealing With the concerns outlined abovg, and making use of the

ble 1n our department, several major foci have evolved in

resources avai
the culture and communication program ' Théy are; ;
5 1. - The nstruction of models based on the analogy between cultural

_ _ and ¢communication systems, so that one can examine communication’
. ] ' X

r‘ systems as culture and cultural systems as communication.
2. The tonsideration of methodological problems involved in the
o _ construction of these.models. ’
“) * " 3. The understanding of the nature, functions, and-contexts of
language as well as the adaptation and application of linguistic

analysis (particularly soc1olingu1stics) to other modes of

communication. )

4.  The study of religion and Fitual Ts considered relevant to

students of culture and communication, 51nce Yoth are analyzed

o

as sets of rules for. the exchanges of messages, as well as sets

~ of messages worthy of study in _and of themselves.
5. The exploratign of non-verbal forms of communication, especially

.

“visual media., | : ) . C e
N /.
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The remainder of the paper will dlscuss the teaching of visual

. ' anthropology wlthin this program V1sual anthropology should-be con-
ceptualized broadly enough to include: the study uman non—llngulstic
forms of . communicagion- whlch typlcally involves sonfe v1sual technology -
for data collecting and analysls, the  study of vigual products’, speh~agy

; fmlms, as communicatlvé activity: and as a "datum of culture amenable to
ethnographlc analysls and the e of v1sual media for the presentatlon'
of data and résearch f1nd gs - ata<?nd flndlngs that’ otherw1se rema1n .

* verbally unrealized. = | . - N _

“ ' It should be understood that .2ll areas of visual anthropology do
’not necessarlly ‘require the use of visual technology. However -most
analyses are serlously handlcapped without " some-mechanlcal means of '

~ ' replay for slow motlon and repeated viewings. Hence, ‘data are typlcally

- gathered w1th the gid of somer1sual mechanical dev1ce, such as a camera.

Whlle regognlzlng the 1mportance of chnology for v1sual anthro-

-'pology, the acqu1s1t10n of competence in f}lm productlon is regarded as

a technlcal sk1l wh1ch some students may need to acquire in order to
pursue their research agd teach1ng goals. As a technical Sklll fllm v
vproductlon is viewed llke other sklfis, -such as stat1st1cs or contour
rfap-making - they are simply tools'whlch have potent1al utility, prov1ded

48 research des1gn calls for them. It is reallzed that a basic understand—

ing of:film theory, constructlon, and fllmlc conventlons is necessary for
an understandlng of film as a commun1cat1ve medlum The flim medium is
thought of in terms of its llmltatlons” advantages, functlon what it can

' and cannot be expected to accompllsh, and where the use of film 1s an .

rndispensa s21d to specific research 1nterests. The genefral questlon
that must be repeatedly asked 1s, what ‘have you galned after using a w oo
visual medluh that you would not. have galned w1thout it? i@‘c ’ bfL

Slgniflcant scientific research problems for an{;nthropologlst do,
not consist. of how to.get a better sound track, wvhy a part1cul r tripod
does not sw1vel in the Arct1c, or what is the best distributidn company

° for a f%&m; These technical questions become relevant after’research -
has been designed which deman%g/a methodological approach involving '
visual technology.A ' o B - .
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L ~ - Some problems in V1sual anthropology that are 1nt1matel§xtied to the
] . use of film 1nclude - ® . . . c L
. - l,' Mlcroanalytlc studies of human 1nterpersonal behaV1ors, such e
as klnes1cs§' ics, and taces1cs, e generally a1ded by -
seme form of vi 1 evidence.. In soine courses, students Have

. . v L . ¥,
examined.behavioral events such as greeting, interviewing,

v teaching, eating, and,panhanﬁling, In these cases, the camera
. - Y - B i S
and repeated projections a¥t as extensions of the researcher's
e . :
perceptual ability. T T , - -

2. V1sual technology may also be used in the study of macrounlts of
‘_human behavior. Referenpe hgre is made to the productlon of motion
.picture-footage of partlcular rituals, ceremonies, technologlcal
/ _ 'and/or artistic processes, sociglization practices, subslstence
' patterns, warfare, etc.’ In th1s context any V1sual manlfesta-
tion of a culturé is relevant subJect‘matter.7 = |
‘ _5,“ In addition; the visual products of ‘both professmnal ﬁnd‘ -
-professional camera use can be studied_as cultural art;facts

Images here are treated as data of & par cular culture. Thls‘

-

pnterest Becomes more ;mportant to anthropology.as an increased L

nugber of societies begin to produce their-own sets of mass-

medlated messages. 2 Research 1nterests may necessltd.b the use

of contenEJanalysis for the study of themes, plots, or the .

construction of realities in media drama - work thap was orig—

1nally stimulated by~ Mead and ‘Metraux's The Study of. Culture

~at a Dlstance (1953).. As more;g%clstlesghegln using the tech-. \_-

v ’nology of mass. med1a, ‘the entire process of V1sual communlcatlon
may be studied ‘as a culturally structured stream of expressive

. L and symbollc-act1V1ty. Th1s~emphasis %ﬁSt 1nclude behavioral;

k] Y '

2Ruby, Jay. "The Anthropologlcal Consequences:of a Wired Planet," un-
‘ published paper delivered at the Society for Applled Anthropology
° : meetlngs, Tucson, Arlzona 1973.

. a

v -,
’ 2Worth sel. --"Toward an Amthropologlcal Politics of Symbollc Forms,

X o ‘in Reinventing Anthropology, Dell Hymes, ed., Random House, New York,.
' . MY, pp 335- 366, 1972 .

. . . i . ) a




observatlons of the process, ‘the artifacts pgr_se, and the '
e ,audiences for spe01f1c productlons._ This perspective may- L
e _f:;f apply to the’ creatlon and reéeptlon of a photograph, a fllm,.
e r or a telev151on program, as well as, to the creatlon of an art
- . "vob,ject, .or the study/of danqe “and other folkloxt performances. - .
L A f1nal problem is the d1ssem1natlon of rqsearc flndlngs, that' :
_1s, 1n developlng the mostﬂeffectlve strategy %or uslng film or
‘other visual form o present anthropologlcal statements.‘ Thls,
‘problem encompasses ndt only the types of research mentloned
above, but potent;ally all phases of anthropologlcal 1n%ﬁiry.
Here, students explore fllm‘as a communlcatlon system in order
‘; to dlscover whether a set’ of }rlmlc bonventlons can be developed
: 5‘1¢i whlch are someh0w unlquely sulted for the dlspiay Sh:anthro- ;‘

:;;p upological concepts 3% S - A;. -ng ;"?*E&Q;

3Ruby, Jay "Is an Ethnpgraphlc Film a Filmic Ethnography’" 'Sthdles -

in The Anthﬁopology of Visual Communication, (2) 2: 10L- 111, l975

LR

o *Final sectlons of th1s art1cle have’ been deleted. For complete article

. see referen:g?p 56. : : C _ . e N :
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" In recent yggrs several organlzatlons have been fofmed e1ther by -~

film scholars or by those in the tradltlonal human1st1c d1sc1p11nes who
Sev= x_

-
N

share an‘ﬁnterest 1n film for scholarshlp and as a teachlng tool

feral are descrlbed below, along w1th a, select list of Journals deallng

E espeei&%iy with teachlngv_and a baslc"l}st of fllm maga21nes

k l
.

Schol&rly Journals and Organlzatlons . : ' . -

p . .

C1nema Journal Publlshe gZarterly by the Soc1ety for C1nema

Sfudles, an association of «film critics, scholars, and histo-
-rians. . Respected for its scholarship. Write:  Richard Dyer
_MacCann, ed y 17 West 9?;lege'Street &owa City, Iowa 522h2

1]

Fllm & Hlstory Quarterly Journal publlshed by the Hlstorlans
_Film Committee’, an independent organization of. h1stor1ans and
--social §c1entlsts whieh is affiliated with the ‘American His-

o torlcal Association. g&gludes articles, film and book’rEi%ews,

and’ descrlptlons of couxses which relate h1story to film, s udy

. Write: The Hlstorlans Film Commlttee, c/o The istory aculty,

‘New Jersey Instltute of Technology, Newark,“New Jersey 07102
therature/Fllm Quarterly J urnal devoted to the study of the

1nterrelatlonsh1ps between film and llterature, the: adaptatlon'
" of llterary works 1ntc»{ilm and the teaching -of film. Tn>-
"clude ‘interviews, arficles, and revi vs. Write: Literature/"
'\ Film Q arterlx, Sallsbury State Colleg®, Salisbury, Maryland.” -

f21801 ‘ Y S
. 5 e . -

Journal of Popular Fllm Produéed*quarterly under the ausplces
'; of the Popular Culture Association, this Journal is an out-»~
growth of their Journal of Popular Culture. Spec1allzes in’

s artlcles on film theory .and cr1t1c1sm, mpst of which relate :
' film to patterns in society .and culture. Also: filmographies,
bibliographi es,'1nterv1eWS,-and book reviews. - Write: Journal
-of Popylar Film, Bowling Gree§ State University, Bowllng Green,

-“Ohio 43)03.. " .
L T e ,
Studles in the\XnthrOPOIOgy of Visual Communications. Publlshed ;

from' Temple Uni:ers1ty, this .new journal spec1allzes in artlcles

>

which treat thg "use and production of anthropologlcal films and -
. photography for' research and tesching. "_For membership in the
Society for the Anthropology of sual Communlcatlons {SAVICOM),
which includes" subscription-to the journal, write: Amerlcan
Anthropologlcﬁl Assoc1at10n, 1703 New Hampshlre AVenue, N. W

‘ﬂ WashlngtoF D.C. 20009 _ ) Sy r~.L+J~‘¢T;

o
. . . 5



Te

Journal of the: Unlver51ty‘F11m Association. -Dedicated to articles
6h the teaching-of film as’ well as critical and historical anal- .
ysis. ‘Writé: Jourpal of the Un1vers1ty%£;lm ASSOC1at10n . Temple
UnlverS1ty, Phllad phia, Pennsylvanla 19122

e
. s .

‘University Vision. ' Fublished by the.Brltlsh Universities Fllm
Council. Includes hrticles on the use of film in scholarship .

and teaching in’ the sciences and the humanities. Write: . B.U.F.C.;

' Royalty House; T2 Dean Street, London W1V SHB. ' .

" Journals of Special Interést to Teachens A : ' ‘ )

AITIA, "A magazine for Two Year Philosophy/Humanities and High
" School Phllosophy/Humanltles,' includes articles and reviews on
classroom audiavisual materials. erte Center for Phllosophr
Law, Citizenship, Inc., Thompson Hall Room 228, S.U.N.Y. at
Farmlngdale, Farmingdale, New York 11735 - ’ .

The Hlstory Teacher. Quarterly Journal whlghqconcentrates on
v "promising new educational programs, curri a, instructional .
techniques, and methods of evaluating ‘classroom effectlveness,

3 ~ and-also maintains a regular section for review of audiovisuél
te materials. Write: The ‘History Teacher, California State Uni-

’ versity - Long Beach Long Beach California 90840.

., Media -& Methods. _Publlshed nine t1mes a year, this magazine of-
‘fers innovative approaches to classroom teaching, many of which
involve film. . Feature-length and short films for the classroom
are regularly reviéwed and evaluated. Write: Media & Methods,
Lol North Broad Street, Philadelphia, Pennsylvan1a<&9108

L]

m Slght Lines. Publlshed by the Educatlonal Film- lerary Assocla-
tion, this journal’ reviews and evaluates the latést releases
in the- fleld of educational filmw. This Journ is- meant ﬁspe- ¢
cially for llbrarlans, but teachers can profit from the guide
to new materials. Write: E.F.L.A. h3 West 61lst Street, New ‘
York, New York 10023. o . - ':> -
. } s . L)
Teaching Philosophy.. Concentrates on "innovative methods, class- o
room strategems, and the use: of new materials," includifg audio-
visugl ‘aids.  Write: Teaching Philosophy, Location 47, Unlver—

v

sity of: C1nc1nnat1, C1nc1nnat1} Ohio L45221. .

Other. Important Fllm Periodﬁcals T f --- ' ',4 "‘,‘_ L
ce Y : ' T T
5 Amgrican Fllm o . 7» . Amerlcan Film Institute - R i
o 10. Lssues/year o John F.VKennedy Center . : S

'$15/year o Washington, D.C. 20566
. ? 3 %
.—k 4 . ’0 .
5 o - 65 g
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oo -. Cinesaste - p - & 333 sixth Avenue ;.
\‘“i“t,dﬁa-“ Quarterly ’ Lo . New York, New York 1001k -
. ) ‘ . &h/year K ] . I v, ‘ j g . o . |
 Film Commeﬁtﬂ<$p~ R _Film Society of Lincoln Center
Bimonthly - “:. - 1865 Broadway .
-$9/year = - . ffgw-h‘ New’ York, Neqsyork 10023
. v Filwms in Review 210 Babt 8th. Street’ .
10 issues/yéar - - . New York, New Yark 10021 -
$lO.50/year _ o , f;L
_i; Film Llﬁrary Quarterly -/1 Film L1brary Informatlon Counc1l
$10/y - . Radio City Station, Box 348
: ' ' New York, New York.10019
. Film Quarierly . Uhiversity of California Press’
o $6/year . Berkeley, California 94702 L
e ) . ’ )
ump Cut : P.0O. Box 865 =+ ,
Quarterly . _ Berkeley, California 94701
$h/six issues .
‘ Quart 1 Rev1ew of Film . Redgrave Publishing-Co. “
Stullles "430 Manville Road
$157year S ' » Pleasantville, New York 10570
Sight and Sound - Eastern News Dlstrlbutors
Quarterly - , oot 11 Eighth Avenue
.. $8/year - ..~ . New York, New York.lOOll
L T ) o - — .
Take One .. o ‘ Un1corn Publishing: ST
Monthly ~— : - Box 1778, Station B
$6/year . Montreal, Quebec H3B BL%/f o
. ' : Canada N / _
- ,,( -
;
-
N ! B
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.;\\ o ' B. SELECT BIBLIOGRAPHY ~ .
_ v iBecause of the Vast'nnmber of nehfpublications relat'- to film
. which have appeared in recent years, this bibliography 1avnecessarily
selective. Care has been taken to. concentrate on books and articles ~
published in English since 1970, and most reflect a ‘new awarene/S/of
_ the value of film in humanistic scholarship and teaching
1 In addition to theoretical expositions on the relationships be- N
tween film %nd the various other disciplines, the list also includes
‘,several concrete examples of work’that'hUmanists have completed in the
past decade.  Some of”these books and articles, for example treat
film as anrexpression of oader social and cultural history or‘racial
and ethnic stereotyping,' alyze how specific works of literdture have
ulbeen adapted to film, seek to better understand’ film by applying the )
analytical techniques and models of the philosopher or psychologist Er
Use film as an anthropological research tool. v »
Soﬁrces which deal primarily with. cinema study as. & disc1pline 1n

1tself - those that relate to genre, dlrectors, film h1story, aesthefics,

e "

and criticism, etc. - aremeasy_to,find by using the b1bliographies listed -
) . 2 e B L Yo ) o ‘ ’
in séetion V (A). el
o DR S R
History and Sociology =~ il s ;

:Bergman, Andrew. We're-in-the Money: Depression America and Its '
Films. New York: Harper & Row, 1971.

Burns, E. Bradford. ﬁConceptualizing the Use'ofFFilm to Study
History: A Bibliofilmography." Film & History, Vol. IV, No. k4
(197h), pp. 1-11. ' ' :

, ed. Latin American Cihema: Film & History.
Los Angeles: U.C.L.A. Latin American Center, 1975.

Cripps, Thomas R. "Film: The Historian's Dangerous Friend."
Film & History, Vol. V, No. 4-(1975), pp. 6-9.

i ) - N

-

: Slow Fade to Black: ' The Negro in American
__Films, 1900-1942.” New York: Oxford University Press, 1977. /

Film & The Historian. London: British Un1vers1ty Film Councdl,
' l969. A combined reprint of University Vision No. 1 (February

&




1968) and the report on a conference - "Film and the'Historian" -
held at. University College, London, in April 1968. _ .

"Film: New Challenge and New Possibility." (Special Issue) Arts , .
- <~ in Society, Vol. .10, No. 2 (Summer-Fall,- 1973). ~

. o "Flgghback ‘Films and History (Special Issue),.Culturesg'Vol._"
II, No. 1 (197h) - _ v il L e
RO l,' L——Q h . v : ) o ]

Furhammar Leif- apd Folke Isaksson. . Politics and Film. Translated
by Kersti French._ New Yotk: Praeger, 1971.

LAY ]

St Frair, Ralph and Natashd Frair., The Only Good Indian: The Holly~
. wood Gospel., ew-York; Drama Book Specialists, 1972~ i
\ ¢ l‘ %
Griffin, Patrick. "Film Document and the Hlstorian. Film & History,
Vol. If, Nowg (1972Y, gp ‘1-5. ]‘ - - R
o ~ -, "Making of Goodbye Bllly._ Film & History,*Vol. =
~ -~ .II., No. 2 (1972), pp. 6-10. - ) o
( $ Haskell, Molly. From Reverence to Rape: Thé Treatment of 'Women in °
the Movies. ' New York: 'Holt, Rinehart and Winston, 197W.
. e — N . ) . ? . - S
Huaco, George A. ,The Sociology of Film Art. vNéw York: - Basic Books,. '
. 1965.. ! ' : . . - 3 : :
" .Hughes, William.} Proﬁosal»for a "Course on Films and History." ‘
vUniverSIty V1s1 ) Vol. 8 (l9727 ‘pp. 9-18. - ///‘ """ T
” - r ~ .\/-
Hull Dav1d Stewart. Film in the Thé{ﬁ Reich: Art and Proﬁaganda ' v{
. .“uin Nazi.Germany. lNew York Simon &\Schuster, l973 o _
Isenberg, Michael T. "A Rela¢ onship of Constrained Anx1ety ‘His-. )
!  torians and Film." ' The History Teacher, Vol. VI, No. 4 (1973),
.pp. 553-368. i o }
] . "World War Onewﬁome%hes and American'Society N
The. Concern w1th.Author1tar1an1mﬁ" &/ﬁlstory, Vol V; No.
3 (l975)sJPP 715, . _ _ p/
Jackson Martin- A. "Film as a $ource Material: Some ?reliminary'*
Notes Toward a Methodology "  Journal of Interdiscipllnary HlS— :
tory, Vol IV, No. l (1973 » PP T73-80, E b
. Jarvie, I. C.% Mov1es and . Soc&etxﬁ New York Basic Books, l970
. . . « ~ ) N
Jowett, Garth. Film ‘hhe D ocratie Art. sBoston -Little Brown,‘
1976. . . . z | &
L . I. . . ‘ . ' . . ‘ . ¥ .
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“Kracauer, Siegfried. From Celigari to Hitler: A Psychological’
History of the German Film Princeton: Princeton University
Y 'Press, 1957. o .

,.L L4 -

. .
‘Leab’, Daniel J." From Sambo to Superspade ‘The Black Experience
in Motion Pictures. Boston: Hougltton Mifflin, 1976.

. , .

A

: MacBean,»James Roy. Film & ReVolution. kBloomingtoh: Indiana °
. University Press, 1975. ' ' o e

v . - . . .
’
° ’

 McCreary, Eugene d. History: Some Thoughts on the1r

Intertslatlonshlp. : Soc1etas, Vol I, pp Sl 66. o
J ' .
< o Mraz, John '"Luc1a : Hlstory and Fllm 1n RevOlutlonary Cuba.

Fllm & Hlstory, Vol.. V, No -1 (1975), pp. 8-1L.

)

B m-Murphy, Williem T. "The National Archives and the Historian' s Use
SN of Film." The History Teacher, Vol. VI, §o. 1 1972), pp. }L9 -13k.
: : s : ‘ .

t' ' 0'Connor, John E. "Historians and Film: Some Problems and Prospe'

The History Teacher, Vol. VI, No. 4-(1973), pp.~543-552.

Raack R: C. "CllO s jJark Mirror: The Documentary FPilm in Hlsto

- \' \The History. Teacher Vol. VI, No. 1 (1972), pp. 109-118. . '\//B
" Rlchards, Jeffrey. Visions,of Yesterday.ilLondonf—‘ﬁoutledge-&
( \fegan Paul, 1973. . .~ S o a0
. ‘ . . . v ': . . . . %
! " Rolling( -Peter C. "Fllm and Amerlcan Studles Questlons, Activities,
".<7 Guided." American Quarterly, Vol. 26, No. (l97h), pp. 2L5-65.
A o4 o
" .. 3 . "Meking of Wlll Rogers l92b's.' Film & History,
- . Vol. VII, To.1 1 ¢1977), PP- I-5. ., . R
G, xa Y . T : .
. ' Schuursma Rolf. "Fllm and Hlstory in the Netherlands..l.FiIm &, - ..
) Hlstogx Vol. II, No b (1972, PP 10- 16 ’ -
. ‘ N ‘ , : . i
. Sklar, Robert ~Movie Made Amerlca A Cultural H1§£g;x_gj;Am§zigég(
Mov1es, New York: : Random House, 1975. ‘ , . - st _
. “. . ) L “ . ‘ ¢ . ,../ <
Smith, Paul, ed. The Historian and Film. "Londer dnd Néw York: L

L, Cambrldge University Press, 1976.

w Va.nderwood Paul J. "Hollywood and History: Doé’s Film' ~Make the .
' ' Connectlon?" Proceedings of the Pacific Coast, Council.on Latln

American Studles, volf II, (1973>, PP. 53-59.. \ 7

[T

. yogel Amos.. Fllm as Subvérsuwe Art.$ New York: Pandom %ﬁuse, l97h¥

Warshom, Robert.( The Imﬂédlate Experleacé New York Athegeum, 1970.

. L . L L .
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' Mhité,.David*Manning,and Richard Averson. TBe\Bélluloiﬁ Weapon: - - :
¢ Social~Comment in the "American Film. Boston: . Beaqoo“Press, 1972.

-\i.; _ Wood ichael-~‘Amerioa in the Movies.? Newlxork: " Basic Books, 1975.
4 Language and Literature : ,ff( . » i
- ;' Ball, Robert H Shakespeare'on Silent Film. - London & th1n,
1968.0 : \ , f"

s - : . . .
.
8 ~

\ " : . ’
Barrett;’Gerald G, and Thomas L. ErsKine, eds. From Fiction to Film:
. Ambrose-Bierce s "An Occurrence at Owl Creek Bridge." Encino,
. Callfornla chkensonJRress 1973. This is the, first title in a

. series including among’ others: Conrad Aiken's "S€ilent Snow, Secret
" )

- . - Snow" and D. H. Lawrenci's "The Rocking Horse Wi o
, - N , :
- "\ Bluestone, George. Novels Into Film. Baltimore: Jdhns Hopklns -
o3

~ Press, 1957. 'Also Berkeley: Un1vers1ty of California Press, 196L

- P—

. Braudy, Leo. The World in a Frame: What We See in Filmst Gardep
~ . City, New York: Doubleday, 1976. v ‘ aee
. ) . RN

-

Eckeﬁt, Charles W., ed. Focus on Shakespearegn Films. Englewood
Cliffs; New Jersey: Prentice #all, 1972 '

. . Esner, A. G‘.S  Filmed. Books and Plays A Llst of~Books and Plays
SR From Which Fi¥ms Have Been Made 1928-69. London: Andre Peutsch, ’
' 1971. o T . Joor e .

“e . :
. A fat @

- "Film as Literaturé and Language (Specigl Issue), Journal of Moderh
. Literaturg, Vol. III, No. 2 (1973). ’ '

o R ) R EX b\““ - , ’ - .
- 1bed_uld,'H'arry M., ed. AﬁthorsjtngFilm. Bloomington: Indiana Uni- -
2 versity Press, 1972, s . o . oy

Y
. . v . A

@

"Graham Greene Spec1al Issue. Literature/Filmeuartérly,;Vol. ir,'

No. b (197h) LN . "~ ‘ v
. - ) 4 " - ,& T
Harrlngton John, ed. Film and/as L1terature. Englewood Cliffs:
Prentlce Hall 1977. - 4 " .

R mhe 'Rhetoric of Fllm New York: Holt, Rige;,-
~hart-and, Winston, 1975 : I .

- .. Hurts esy ed. Focus_on Film and Theatre. Engleﬁood Cliffs:

;/,;;;,»/, regtice Hall, 197k - - - |
i K:&iﬁ 'ﬁruce F. - . e ..

‘Telllng It Again and Agaln - Repetitiogn in Litera-

g " ture and Film Tthaca: Cornell Ung vers1ty Press, %972: : .
; o e A 7 =S . - iﬁj/ - ;
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Perlmutter, Ruth. "Add Filﬁ\to Rhetoric.’

Ma.gny Cla.ude-Edmonde The Age of the American Novel: ' The Film
Aesthetic of Fiction Between the Wars. New York: ;Frederick
gar, 1972. (Translated by Eleanor Hochman.) = - '

: %, Fred H., ed. Film and,Literature: Centrasts in Media. .;
.- Scrapton: Chandler Publishing,'l971 - _

, ed.” Short Story/Short Film Englewood Cliffs
Prentice Hall, 1977. , _ - - .

»

nation. Baltimore: Johns prkini, 1975. qi o

Murrgy, Edward. The Cinematic Imagination New Yortk: FPederickv
Ungar, 197Th. . ) , ‘ - :

k terature/Film Quar-

B R T T U

- . - v. — . .. ) . o
(’ R - : . L B : B
) . . . &/ ) ° .. "
' : . . e \

'Mcgonnell, Frank D. gﬁp Spoken Seen Film and the Romantic Imag& .

4

»

terly, Vol III No h (19759, pp& 316-32 ‘o
‘ - E I: o \ r .
Phillips, ane D. Graham Grtene The Films of His Fiction ~New .
" York: Tea.ehers College Press 197h, - .-./‘
’ ‘
‘Ruhe, E. L. ""Film: The.Literary Approach." Literature/Film Quar-:
. terly, Vol. I, No. l (1973), pp‘ ?6-83 C o
R1chardéon, Robert. L1terathre and Film ) Bloomipgtbnf"‘Indians“
University Press, 1969 } . - R
: Scholes, Robett. "Narratlon and Narrat1v1ty in Film "_ Quarterly
Journal of Fiim Studies, Vol.- I, No. (1978), pp. 282-296. '
"Shakespeare on Film." (Speciél Issu ), Literature/Film.anrterly,
Vol. I, No. 4. (1973). T : ¥ o
"Shakespeare on Film II." (Specia Issue), Literature/Film Quar--
terly, Vol. IV, No. 2 (1976) ‘ SN
. B vl s " . _ .
o Spiegel, Alan. Fiction and the Camera Eye: - Visual Conséiousness
e 'in the Film and the Modern Nevel. CharlottesV1lle tversity
of Virginia Press, 1976.F & ‘S ,
,Philosophy and Psychology \ o _ oA
Berger, Gretchen. ‘"Audlo-v1Sual Materiél: Sense Dstst" Aitiaj
‘VolﬁI Né 2 (1975) PpP. 34-37. ‘l =
. ' A 13
- . -~ MAudio-visual Material: Lookihg Back on the
. Future." Aitia, Vol. IV, No. 1.(1976), pp. 11-12; and Vol. IV, .
~ No. 2, pp. 37-38 . . ' '



.- : o . . A‘) ‘ ’ : .o ’
o A R ' o . . Y 8
(’ ) . Boyle, Joan. "Audiovisual Page." Aitia, Vol, II, No. ‘\(1974), . .~
+ PP~ 36-37. ' X ‘

:Cavell, Stanley. The World Viewed: Reflections on the Ontology
§of Film. ‘New York: Viking Press, 1971. . _ w’

- -

'f ‘ N
\}$1;~Jerry'H "Of Snakeskins and Wineskins: Art and?Religion in -
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. bas1c llst of b1bllograph1es and f1nd1ng a1ds is’ ;;j;fh DIV

nn1ng reference tool .. Since any new b1bllography . _
c1nema mater1als is out of- date w1thin a few monéhs of publlcatlon; there'" T~1-:f;\~
has been 1o attemptjmade to be exhaustlve.' Rather than nepeatihg 1nfor—;‘}:fi.'xf
matlon that is avarlable elsewhere"a guldﬁ has been prov1ded to seven s
rdetalled bibliographlcal reference books which have been publlshed within

the past flve years.. Each of these 1s organlzed into subJect categor1es .
‘such as fllmﬁplstory, genre studles, d1rectors, aesthet1cs and criticism,

‘and apy onz of thea“should provide the: necessary first step for the human—
ist nev to fllm study« ikewise, addltlonal guides- tovfllms, film evalu— :

- ations, and lem dlstributors could have'been llsted but the ones in- o
cluded are bas1c and w1ll prov1de the novice w1thfa solid beginning.

* For the most up-to- d&;e 11st1ngs of books, artlcles,.and regzrence . .-,"0'

~sources, see the Amerlcan ilm. Instltute s Factflle ser1es. Current t1tlesr é

Yy S S e Co T
1nclude . - ) - ' W ’ "\-J't S I

. #1 Film ‘& Television Perlodlcals in Engllsh

-‘#2 " Careers in illm and Telev1s1on

#3. "Student Film Festivals and Awards
o #b: 'Gulde to Classroom Use of Film .
- #5 Women and Film/Telévision . - B R

#6 'Chlldren and. Fllm/Teleugslon - x"'{/;. B b:{:f

S e A.F.I. descrlbes the as‘"frequently updated information dggum nts_
whlc will stress essent1alLr
dents, researéhers; and*the

ference 1nformatlon of use to teachers, stu :
e eral publlc whose work or: 1nterests relate . f' ' i,b'
“to the motion plcturevarts. Factfileg are avallable from the In t1tute l .
cat $3n00 each ($2 OO for A. F.I. members) Send'check§ o Factfg;z//

National Educatlon‘Servlces aA F. I., Kennedy Genter Washlngton,'b C 20566 *
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Basxc Blbliographies About Fllm 'sg"' e e Lo e '/4\?
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Bowles, StEphen E An. Approach to Film Study A Selected Booklist.. BRSO
5‘ ke New York: Reviiﬁoni ‘Press, 19Tk (A,small but well- -arranged-. - . o
. y-toplc biblibgraphy,.l cludes séme entrles in forelgn languages .
% 1 an%xi llst oﬁ perlodlcals, also by toprf or type ) ? :
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Dyment, Alan R.  The L1terature of Film. London. White Lion Pub-
lishers; 1975. (Anr annotated blbllography of books about film - . )
~ published between 1930° and 1970. Subject categories include - 3
" M"History," "Aesthetlcs .and Cr1t1clsm," "Personalltles," and "The -

‘Film Industry.")

Géttesman Ronald apd Harry M. Geduld -Guidebook to Film: '\An Eleven-
. in-One Reference.’ New "York: Holt, Rinehart and Winston, 1972. i
~ (Contdins an annqtated blbllography of books in &all areas of film
study as well as llsts of. 51gn1f1cant periodicels, and Ph.D. dis- °
sertatlons that have dealt with fllm history and’ cr1ticlsm )

Limbacher, James L., ed. A Reference Gu1de to Audlo—Vlsual Informa—
tion. N!w York: . R. R. Bowker, 1972. (Annotated bibliography ar- .
r&ngediby topic and 1ndexed by subject,.coverlng a w1de range of-

- m&tenlal ) : o . S s

~

McCann, Rlchard.D nd Edward S. Perry The New Film Index._ New York
- Dutton, 1975. (A comprehensive blbllograpny of articles relating '_‘
- to fllm which appeared in fllm journals an¥l periodicsals between

1930 and 1970. Intended to continue the work of- Harold Leonard's
. - The Film Index, or;glnally published by the Museumdof Modern Art PR
.o .1n l9hl and reissued by Arno Préss.in 1966 ) ° )

Monaco, Jame5~and Susan Schenker. Books About F;lm A Blbliographical
Checklist. .3rd ed.. New York: New, York Zoetrope, 1976. (This is
a very SGlGCtLVﬁallStlng, but should be noted for’lts publlcatlon
date. D 3 - ; : :
R ‘ LT o ; .u.‘ '_\_
. Rehrauer, George. Cinema Booklist. Metuchen New Jersey: The Scare—
.. crow Pressw 1972... Also, Cinema Booklist:. Supplement One.  Metuchen:

;;'} . -The Scarecrow Press, 197k, (Exten51ve .and»annotated blbllography
'_: of books - llsted alphabetlcally by title, w1th a subject 1ndex - cu-
- mulatlve in supplement ) , g
T :'fl% I Voo
' General Guldes and Fllm Evaluatlons S LS / O S B
) . N . . . o A . ’ Y
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: rlcan Film Instlﬂgme Catalog: Feature Films l9£; 1930.‘ Two volumes.
ethﬂﬁunden, ed. (New York: R. R."Bowker, 1970 . - ;» o

C. American Fiim Iastitute Catalog.' Feature ﬁilms 1961 1970. ‘Two volumes. .
Rickard Krafsur, ed. New.York: R. R. Bowker, 1976. : :

'{; "ﬁ.These volumes. offer detallEd,plot Summar es, production 1nforma—
o tion. abouf virtual every American féatur lm released 'in the -4~
NVt ‘twenties and slxties. The comprehen51ve~sub t 1ndex 1s espedlally
L useful.J T I L s . . ‘

Educatio jilm L1brary Assoclatlon Eydluatlon Gu1de. New York, o
- " "~ E.F.L. A. (This basic guide provides capsule evaluations of
. : educatlonal fllms There *have been twd supplements, and the evalu
- atlons are updated monthly for llbrarles Y S f‘ o
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The New York Times Film Reviews, 1913=1968. Six volumes. - Neﬁi'brk
‘The New York Times, 1970. (This basic collection and the supple-
‘ments to it. covering 1969-T70,-1971-72, and 1973-Tk, provide no sub-
. Ject index -but/the productlon .information and ctritical judgments
BRI} 4 the Tlmes' reviewers are valuable guides 1n chooslng feature- .
. films ) 9. _ o . _ : J

- v

- , How to LocatenReV1ews of Plays and Fllms A Bibiidgraphy of Criticism
‘frpm the Beginning to the Present. Gordon- Samples. . Metuchen, New
Jersey: The Scarecrow Press, 1976 (Conc1se well organized by

. topic and time period, with annotated blbllography . Treats plays- .
and films in separate sections.) . . '
. - o . -
§pecial Area Guides - R - ) T . . ‘o -

. “Africa from Reai@#& Reel: AHd African Filmography. Stephen Ohrn and
" - . Rebecca Rlley,,eds., Waltham, Massachusetts. Afripan Studies Asso-

c1at10n 1976 3f . _; .- E .

e Amerlcan Folklore Fllms and’Vldeotapes l.An-Index. 'Biil”Ferris and .
~ Judy Pelser, eds. %emphls, Tennessee:, Center for Southern)ﬁolke
loge 1976 . " RS - o i .y I \ ’ :
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- - Bivliography of None-print Instructional Materiasls on the American PRI
' ‘Indidh. . Provo, Utah: Brlgham Young-Unlverslty,Institute of Indian
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SerV1ces and Research,. 1972 e o1 -
dos s - .

’.The'01V1l Wer in Motion Pictures: A Bibliography of Films Produced . <
in the United States Since 1897, .Paul Spehr; compiler. Weshington,
D.C. lerary of Congress, 1961. (out. of print) {~ - = o

. “,i‘ . . . .

A Fllmography of Films About Movies and MOV1e aksing. 6Pamphlet'T426) -
"Rochester, New-YOrk Eastman Kodak Cémpany, 197’4,J o T

A Filmography of the Third World An_Annotated t.zs% of l6mm. . £ I
Helen W Cyr, compller.: Metuchen, New .Jersey: . The Scarecrow.Press,'u‘ ;

- ' T _

Fllms for Anthrqpologlcal Teachlng. Karl G. Helder, compller. Wash- . °

T 1ngton, D. C Amerlcan Anthropological Assoclatlon, 1972 :
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:, L Fllms Kids~L1ke. Susan Rlce and - Barhar udlum,'compllers., Chicago: h;g;
. Amerlcan lerary Aisoclation 1973 R . R CEe
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H-“.' uide tq Fllms abdut Famous People. Akexandria,~Vi§ginLa;Z'Serina .
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Hollywocd and the American Revolutrgn 3 A B%bentennral Reapprwisa% Y.
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